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  ABSTRACT 
A	  location-­‐based	  game	  (LBG)	  is	  a	  game	  that	  employs	  mobile	  technologies	  as	  tools	  for	  gameplay	  
in	  real	  world	  environments.	  I	  argue	  that	  as	  a	  new	  genre	  in	  the	  field	  of	  mobile	  entertainment,	  
research	  in	  this	  area	  tends	  to	  be	  preoccupied	  with	  the	  newness	  of	  the	  technology	  and	  its	  
commercial	  possibilities.	  This	  exegesis	  represents	  a	  new	  theorisation	  of	  the	  role	  of	  location-­‐
based	  games	  as	  potentially	  playing	  specific	  roles	  in	  peoples’	  access	  to	  the	  culture	  of	  cities.	  I	  
demonstrate	  that	  the	  potential	  to	  contribute	  to	  cultural	  production	  lies	  in	  the	  capacity	  of	  these	  
experiences	  to	  enhance	  relationships	  between	  specific	  groups	  and	  urban	  spaces	  through	  
interactive	  interventions	  in	  the	  digital	  and	  material,	  historic	  and	  fictional	  aspects	  of	  place.	  	  
This	  exegesis	  specifically	  addresses	  current	  gaps	  in	  current	  academic	  publications	  in	  the	  field	  of	  
Location-­‐Based	  Game	  Design.	  These	  gaps	  are	  in	  the	  lack	  of	  definitive	  design	  methods	  and	  
techniques	  for	  collaboration	  that	  can	  be	  purposefully	  applied	  to	  the	  conception,	  design	  and	  
deployment	  of	  LBGs	  that	  are	  essentially	  interventions	  in	  the	  technical,	  spatial	  and	  cultural	  
dynamics	  of	  place.	  There	  is	  a	  similar	  gap	  in	  the	  accessibility	  to	  creative	  works	  and	  practitioner	  
documentation	  that	  could	  potentially	  contribute	  to	  the	  formation	  of	  an	  emerging	  LBG	  
discipline.	  Instead,	  there	  are	  a	  number	  of	  works	  developed	  and	  presented	  as	  derivative	  
artefacts	  of	  traditional	  disciplines,	  such	  as	  theatre,	  film	  and	  computer	  science,	  and	  are,	  
therefore,	  not	  effectively	  contributing	  specific	  techniques,	  methods	  and	  outcomes	  to	  the	  
practice	  of	  LBG	  design.	  	  
This	  exegesis	  presents	  a	  series	  of	  major	  LBG	  works	  implemented	  in	  a	  number	  of	  Australian	  city	  
centres	  designed	  and	  developed	  by	  adopting	  theories	  and	  techniques	  characteristic	  of	  the	  
cognate	  disciplines	  of	  interface	  and	  interaction	  design.	  As	  a	  result	  of	  reflective	  and	  intensive	  
design	  iterations,	  this	  study	  presents	  a	  conclusive	  LBG	  design	  strategy,	  templates	  and	  rules	  for	  
the	  creation	  and	  evaluation	  of	  interventional	  interfaces	  and	  the	  social	  infrastructures	  that	  
make	  it	  possible.	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  in	  more	  detail	  at	  http://scootagency.com/events/	  
SCOOT	  1	  2004	  	  
− Location:	  Creative	  Industries	  Precinct	  
(CIP),	  Queensland	  University	  of	  
Technology	  (QUT),	  Brisbane	  	  
− Event	  Duration:	  3	  Days	  
− Player	  groups:	  Commencing	  and	  
continuing	  students	  (see	  above	  image)	  
− Funding	  Source:	  Partly	  self	  funded	  with	  
support	  from	  QUT.	  
− Organisation	  Champion:	  	  Peter	  Lavery,	  
Director	  of	  Precincts,	  Queensland	  
University	  of	  Technology	  (QUT)	  
SCOOT	  2	  (SCOOT	  CAMP)	  2004	  
− Location/Event:	  Electrofringe	  Festival,	  
Newcastle	  	  
− Event	  Duration:	  1	  Day	  
− Player	  Groups:	  Emerging	  Artists	  
attending	  the	  Ffestival	  
− Funding	  Source:	  dLux	  Media	  Arts,	  
Sydney	  
− Organisation	  Champion:	  David	  
Cranswick,	  Director	  dLux	  
	  
SCOOT	  3	  2005	  and	  4	  2006	  
− Location:	  Melbourne	  City	  Cultural	  
Precincts	  including:	  
o Federation	  Square	  (FedSq)	  
o Australian	  Centre	  for	  the	  Moving	  
Image	  (ACMI)	  	  
o Art	  Play	  	  
o National	  Gallery	  of	  Victoria	  
(NGV)	  	  
o State	  Library	  of	  Victoria	  (SLV)	  	  
o The	  Arts	  Centre	  	  
o The	  Melbourne	  Museum	  (MM)	  
− Each	  Event	  Duration:	  3	  Days	  
− Player	  groups:	  Families	  
− Funding	  Sources:	  Victorian	  Government,	  
Arts	  Victoria	  and	  the	  Community	  Support	  
Fund	  
SCOOT	  5	  2007	  
− Location:	  Hosted	  as	  part	  of	  the	  2007	  
Brisbane	  River	  Festival	  in	  multiple	  
sites	  including:	  
o South	  Bank	  Parklands	  and	  
Markets	  
o State	  Library	  of	  Queensland	  	  
o Maritime	  Museum	  
o Hands	  On	  Art	  
o Grey	  Street	  Retail	  District	  
− Event	  Duration:	  3	  Days,	  2	  Evenings	  
− Player	  groups:	  Families	  
− Funding	  Source:	  River	  Festival,	  
Brisbane	  
− Organization	  Champion:	  	  Jonathan	  
Parsons,	  Festival	  Director	  
	  
	  
− Organisation	  Champion:	  Helen	  Stuckey,	  
Program	  Manager,	  ACMI	  and	  Jeff	  Jones,	  





SCOOT	  6	  2008	  and	  7	  2009	  
− Location:	  Victoria	  University,	  Melbourne.	  
Hosted	  across	  two	  campuses:	  
o Footscray	  Park	  Campus	  
o St	  Albans	  Campus	  	  
− Event	  Duration:	  2	  Days	  
− Player	  Groups:	  Commencing	  and	  
continuing	  students	  
− Funding	  Source:	  Victoria	  University	  
− Organisation	  Champion:	  Professor	  Katie	  
Hughes,	  Associate	  Dean	  (Teaching	  and	  
Learning)	  Victoria	  University	  
SCOOT	  8	  2009	  
− Location/Event:	  Creative	  Industries	  
Open	  Day.	  Sites	  included:	  
− Creative	  Industries	  Precinct	  
o Queensland	  University	  of	  
Technology	  
o Kelvin	  Grove	  Urban	  Village	  
− Event	  Duration:	  1	  Day	  
− Player	  Groups:	  Families	  and	  
prospective	  students	  
− Funding	  Source:	  QUT	  
− Organisation	  Champion:	  Tony	  Wilson,	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1 THE COMPONENTS OF THIS STUDY 
This	  doctoral	  study	  resulted	  in	  both	  the	  presentation	  of	  a	  creative	  work	  (60%)	  called	  SCOOT	  and	  
an	  exegesis	  (40%)	  submitted	  as	  a	  reflection	  on	  the	  design	  processes	  and	  findings.	  
The	  components	  of	  this	  study	  are	  presented	  in	  three	  main	  ways:	  
1. The	  Creative	  Work,	  SCOOT	  LBG	  events.	  
2. The	  exegesis,	  written	  presentation	  (this	  document)	  
3. The	  exegesis,	  digital	  presentation	  (http://scootagency.com)	  
This	  document,	  being	  the	  written	  exegesis	  component,	  is	  submitted	  as	  a	  framing	  document,	  
introducing	  the	  other,	  equally	  significant,	  components.	  
1.1 The Creative Work Component 
Gillian	  Crampton-­‐Smith	  is	  a	  fellow	  interaction	  designer	  and	  leader	  of	  innovation	  in	  the	  field.	  
Currently	  working	  in	  Venice,	  Crampton-­‐Smith	  (2008)	  asks,	  ‘how	  can	  we	  use	  technology	  here	  
without	  losing	  the	  quality	  that	  is	  so	  special	  about	  the	  city?’	  This	  is	  a	  valid	  question	  for	  a	  city	  so	  full	  
of	  rich	  social	  and	  cultural	  history	  that	  is	  evident	  at	  a	  mere	  glance.	  To	  walk	  through	  the	  streets	  of	  
Venice	  is	  to	  both	  celebrate	  and	  play	  a	  part	  in	  that	  history.	  This	  experience	  is	  less	  immediate,	  if	  
not	  absent,	  strolling	  through	  the	  streets	  of	  relatively	  new	  Australian	  cities.	  So,	  as	  an	  interaction	  
designer	  living	  and	  working	  in	  Brisbane,	  my	  quest	  begins	  with	  a	  different	  problem:	  how	  can	  we	  
use	  technology	  to	  reveal	  a	  quality	  that	  is	  special	  about	  the	  city?	  
As	  such,	  the	  initial	  undertaking	  of	  this	  study	  was	  to	  understand	  the	  contingencies	  and	  potentials	  
for	  transferring	  positive	  aspects	  of	  digital	  gameplay	  to	  everyday	  physical	  environments	  in	  an	  
effort	  to	  reveal	  hidden	  histories	  and	  revitalise	  peoples’	  interactions	  with	  their	  local	  city	  places.	  
This	  study	  presents	  a	  repertoire	  of	  interventional	  works	  that	  were	  designed	  as	  part	  of	  location-­‐
based	  game	  (LBG)	  events	  and	  installed	  in	  various	  cultural	  precincts	  in	  Australian	  cities	  between	  
2004	  and	  2009,	  with	  the	  specific	  intention	  of	  transforming	  peoples’	  perceived	  access	  to	  cultural	  
participation.	  	  The	  resulting	  work,	  the	  SCOOT	  LBG,	  exploits	  public	  displays,	  the	  internet	  and	  
mobile	  technologies	  to	  create	  integrated	  and	  custom	  interfaces	  that	  designate	  playful	  
intersections,	  both	  between	  people	  and	  between	  people	  and	  place.	  These	  events	  were	  the	  result	  
of	  a	  series	  of	  design	  iterations	  that	  eventually	  led	  to	  a	  refined	  set	  of	  SCOOT	  LBG	  interfaces	  that	  
directed	  players	  along	  alternative	  socio-­‐spatial	  pathways	  and	  facilitated	  unexpected	  interactions	  
in	  urban	  cultural	  precincts	  in	  Australian	  city	  sites.	  While	  participating	  in	  a	  SCOOT	  LBG	  event,	  
	  
14	  
players	  would	  modify	  their	  behaviour,	  alternating	  between	  playing	  as	  their	  normal	  selves	  and	  
acting	  as	  an	  exclusive	  SCOOT	  Agent	  known	  as	  a	  S’Avatar	  (SCOOT	  Avatar).	  As	  fellow	  S’Avatars,	  the	  
players	  engaged	  in	  a	  communal	  subversion	  of	  the	  city	  sites	  as	  they	  conspired	  to	  solve	  fictional	  
challenges	  and	  uncover	  historic	  facts.	  S’Avatars	  accrued	  points	  for	  their	  team	  as	  they	  resolved	  
various	  SCOOT	  challenges	  presented	  to	  them	  via	  the	  SCOOT	  LBG	  interfaces.	  These	  challenges	  
ranged	  from	  simple	  tasks	  requiring	  the	  S’Avatars	  to	  report	  factual	  information	  about	  the	  site	  to	  
the	  SCOOT	  Agency	  via	  SMS,	  to	  complex	  scoring	  games	  requiring	  physical	  contests	  between	  
S’Avatar	  teams	  across	  city	  sites	  connected	  via	  networked	  interfaces.	  	  
Through	  the	  following	  exegetical	  component,	  I	  demonstrate	  that	  the	  potential	  to	  contribute	  to	  
cultural	  production	  lies	  in	  the	  capacity	  of	  these	  experiences	  to	  enhance	  relationships	  between	  
specific	  groups	  and	  urban	  spaces.	  
1.2 The Exegetical Components of this Study 
As	  suggested	  by	  Bourdieu	  (2000)	  the	  work,	  in	  this	  case	  the	  SCOOT	  Carnival	  events,	  can	  be	  
examined	  and	  articulated	  in	  two	  kinds	  of	  expressions:	  in	  experiential	  terms	  (as	  it	  happened)	  
and/or	  scholastic	  terms	  (the	  critical/theoretical).	  In	  order	  to	  articulate	  both	  of	  these	  equally	  
important	  aspects	  of	  this	  creative	  practice,	  I	  have	  presented	  this	  exegesis	  in	  two	  distinct	  parts:	  
this	  document	  (in	  ‘scholastic’	  terms)	  and	  a	  website	  that	  demonstrates	  what	  ‘happened’	  through	  
rich	  media.	  	  Subsequently,	  this	  study	  is	  expressed	  in	  two	  different,	  yet	  complimentary,	  
expressions:	  the	  digital	  re-­‐presentation	  and	  the	  written	  reflection.	  
1.2.1 The Digital Exegesis 
Haseman	  (2007)	  accepts	  that	  ‘knowledge	  claims’	  of	  a	  practice-­‐led	  research	  activity	  do	  in	  fact	  
reside	  in	  the	  actual	  design	  outputs	  and	  in	  the	  resulting	  interactions	  of	  the	  participants.	  However,	  
he	  highlights	  the	  need	  to	  make	  these	  outputs,	  in	  whatever	  form,	  available	  for	  scrutiny,	  insisting	  
that	  ‘people	  who	  wish	  to	  evaluate	  the	  research	  outcomes	  also	  need	  to	  experience	  them	  in	  direct	  
(co-­‐presence)	  or	  indirect	  (asynchronous,	  recorded)	  form.’	  Prominent	  Australian	  practice-­‐led	  
performance	  researcher,	  Cheryl	  Stock,	  also	  acknowledges	  that	  	  
extensive	  digital	  and	  textual	  data	  of	  the	  creative	  project	  provides	  a	  rich	  resource	  for	  
publications	  and	  digital	  re-­‐versioning	  as	  research	  output…Following	  a	  performative	  
or	  public	  outcome,	  the	  project	  can	  have	  a	  life	  as	  a	  research	  vehicle	  for	  further	  
investigation,	  and	  act	  as	  a	  conduit	  for	  other	  artistic	  events	  and	  concepts	  to	  flow	  from	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the	  original	  project,	  providing	  an	  outlet	  for	  the	  exchange	  of	  ideas,	  resources	  and	  
practices,	  building	  on	  the	  international	  and	  national	  networks	  that	  have	  emerged	  
(Stock,	  2007,	  6).	  
SCOOT	  can	  be	  described	  as	  a	  practice-­‐led	  performative	  research	  activity,	  and,	  as	  such,	  it	  is	  an	  
event	  that	  Piccini	  (2002)	  describes	  as	  taking	  place	  in	  a	  ‘temporal	  and	  often	  spatial	  relationship	  
with	  an	  audience’.	  Since	  SCOOT	  has	  been	  designed,	  delivered,	  tested	  and	  refined	  over	  multiple	  
iterative	  events	  in	  several	  city	  sites,	  it	  was	  critical	  to	  observe	  and	  record	  the	  events	  as	  they	  
occurred.	  As	  presented	  in	  this	  exegesis,	  the	  entire	  process	  of	  the	  making,	  playing	  and	  evaluating	  
of	  all	  of	  the	  SCOOT	  LBG	  events	  has	  been	  collected,	  analysed	  and	  used	  to	  inform	  and	  refine	  the	  
design	  artefacts	  (works)	  and	  the	  design	  strategy.	  A	  written	  exegesis	  is	  a	  useful	  format	  for	  
presenting	  a	  retrospective	  perspective	  in	  scholastic	  terms.	  However,	  it	  is	  also	  critical	  for	  resolving	  
questions	  about	  how	  to	  re-­‐present	  the	  actual	  events	  and	  participant	  interactions	  with	  the	  design	  
interfaces	  for	  reflection,	  promotion	  and	  dissemination.	  Therefore,	  it	  was	  decided	  that	  a	  website	  
was	  the	  best	  way	  to	  present	  the	  work	  ‘post	  performance’.	  Prominent	  Australian	  researcher,	  
Cheryl	  Stock,	  points	  out,	  
(t)he	  necessity	  of	  digital	  translation	  does	  not	  or	  should	  not	  obliterate	  the	  live	  nor	  
replace	  it,	  but	  captures	  the	  event	  in	  a	  way	  that	  transforms	  it	  from	  the	  three	  
dimensional	  reality	  to	  predominantly	  two-­‐dimensional	  virtual	  re-­‐presentation.	  (Stock	  
2007,	  344)	  	  
The	  website	  http://scootagency.com	  presents	  the	  main	  components	  of	  the	  creative	  work	  portion	  
(60%)	  of	  this	  study.	  This	  digital	  source	  is	  critical,	  as	  the	  work	  was	  performed	  as	  a	  particular	  event,	  
SCOOT,	  that	  took	  place	  in	  different	  locations	  on	  eight	  separate	  occasions.	  The	  website	  attempts	  
to	  demonstrate	  (re-­‐present)	  the	  events	  as	  they	  happened,	  providing	  detailed	  accounts	  both	  of	  
the	  processes	  undertaken	  to	  develop	  the	  work	  along	  with	  comments	  on	  the	  main	  findings	  of	  
each	  design	  iteration.	  Each	  distinct	  event	  is	  documented	  on	  the	  website	  in	  text,	  photographs	  and	  
videos,	  with	  links	  to	  related	  process	  documents	  and	  published	  articles.	  
This	  section	  introduces	  the	  main	  components	  of	  the	  digital	  exegesis.	  The	  digital	  exegesis	  serves	  
the	  following	  aims,	  to:	  
1. Present	  the	  creative	  work	  and	  demonstrate	  how	  it	  was	  delivered	  in	  each	  public	  forum	  for	  
scrutiny	  
2. Demonstrate	  the	  scope	  of	  the	  work	  undertaken	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3. Provide	  a	  summative	  structure	  for	  the	  presentation	  of	  an	  LBG	  project,	  by	  way	  of	  the	  
menu	  structure,	  that	  organises	  the	  project	  into	  a	  clearly	  articulated	  set	  of	  related	  
components.	  
4. Demonstrate	  how	  the	  theories	  and	  design	  rules	  and	  strategies	  have	  been	  synthesised	  
into	  a	  creative	  practice	  	  
5. Give	  evidence	  of	  the	  public	  and	  peer	  recognition	  of	  the	  work	  as	  a	  highly	  valued	  
contribution	  that	  has	  been	  supported	  and	  promoted	  by	  various	  organisations	  and	  
funding	  bodies.	  
6. Distribute	  knowledge,	  process	  and	  tools	  for	  consideration	  and	  uptake	  by	  both	  the	  design	  
community	  and	  general	  public.	  
7. Present	  related	  documents,	  published	  articles	  and	  papers	  that	  complement	  both	  the	  
written	  and	  digital	  exegesis.	  
8. Re-­‐present	  the	  work	  in	  a	  format	  that	  is	  consistent	  with	  the	  project	  values	  and	  aesthetic.	  
I	  have	  been	  careful	  to	  balance	  the	  desire	  to	  re-­‐present	  every	  aspect	  of	  the	  project,	  with	  the	  
viewer’s	  need	  to	  access	  and	  understand	  with	  ease	  the	  intentions,	  outcomes	  and	  impacts	  of	  the	  
project.	  	  Hence,	  the	  structure	  of	  this	  website	  is	  very	  deliberate,	  as	  it	  presents	  the	  user	  with	  an	  
overview	  of	  the	  key	  ideas	  (concepts	  and	  theories)	  and	  main	  components	  (outcomes	  and	  
activities)	  of	  the	  practice	  as	  derived	  from	  this	  study.	  It	  is	  an	  important	  aspect	  of	  web-­‐based	  
project	  presentation	  to	  be	  able	  to	  quickly	  and	  simply	  articulate	  the	  contents	  of	  a	  site	  through	  the	  
use	  of	  the	  main	  visual	  assets	  and	  style,	  as	  well	  as	  organisational	  cues	  such	  as	  the	  main	  menu	  
(clearly	  defined	  content	  links),	  before	  carefully	  guiding	  the	  user	  through	  the	  more	  detailed	  and	  
layered	  content	  that	  presents	  the	  project	  and	  the	  study	  as	  a	  complete	  and	  congruous	  practice.	  
	  
Screen	  Image	  of	  the	  SCOOT	  Digital	  Exegesis,	  main	  page	  http://scootagency.com.	  The	  screen	  image	  
below	  is	  an	  example	  of	  an	  Event	  page	  that	  details	  the	  2006	  SCOOT	  LBG	  Event	  in	  Melbourne,	  Australia	  
http://scootagency.com/events/2006-­‐cb/	  	  Each	  Event	  page	  contains	  images,	  videos,	  reports,	  articles	  




Essentially,	  the	  ‘story’	  of	  SCOOT	  is	  formed	  and	  told	  through	  a	  series	  of	  ‘events’	  that	  are	  each	  
made	  up	  of	  ‘works’	  created	  by	  and	  for	  a	  ‘community’	  of	  stakeholders	  (designers,	  players,	  site	  
managers,	  technicians,	  etc).	  Next	  is	  a	  screen	  image	  of	  the	  main	  page	  of	  the	  digital	  exegesis,	  
illustrating	  the	  communicative	  structure.	  	  
1.2.2 The Written Exegesis 
By	  entering	  into	  a	  period	  of	  intense	  and	  iterative	  design-­‐based	  research,	  which	  involved	  an	  
interweaving	  of	  conceptualisation,	  design,	  development	  and	  evaluation,	  one	  key	  praxis	  objective	  
emerged:	  that	  the	  work	  will	  not	  only	  be	  a	  result	  of	  well-­‐considered	  theoretical	  concerns	  but	  also	  
of	  an	  agent	  of	  change	  for	  both	  the	  collaborating	  artists	  and	  participating	  users.	  
Significantly,	  Krauth	  argues	  that	  	  
no	  matter	  what	  it	  is	  called,	  this	  prefacing	  or	  exegetical	  activity	  is	  a	  framing	  device	  
positioned	  between	  the	  world	  created	  in	  the	  fiction	  (or	  play	  or	  poem)	  and	  the	  world	  
the	  reader	  inhabits.	  It	  is	  aimed	  at	  creating	  a	  link	  between	  the	  creative	  work,	  its	  milieu	  
of	  production,	  and	  the	  broader	  field	  into	  which	  it	  is	  projected	  (Krauth,	  2002,	  para	  13).	  
Subsequently,	  this	  exegesis	  works	  as	  a	  ‘framing	  device’,	  outlining	  the	  context	  of	  the	  ‘world	  
created’	  by	  the	  SCOOT	  LBG,	  and,	  at	  the	  same	  time,	  articulating	  the	  study’s	  links	  with,	  and	  
contributions	  to,	  the	  emerging	  field	  of	  Location-­‐Based	  Game	  Design.	  	  As	  such,	  this	  exegesis	  offers	  
contributions	  that	  respond	  to	  gaps	  in	  current	  academic	  publications	  in	  the	  field	  of	  Location-­‐Based	  
Game	  Design	  in	  an	  effort	  to	  provide	  practitioners	  with	  pertinent	  theoretical	  concerns	  and	  
definitive	  design	  strategies	  that	  can	  be	  purposefully	  applied	  to	  the	  conception,	  design	  and	  
deployment	  of	  LBGs,	  and	  which	  act	  as	  tangible	  interventions	  in	  the	  technical,	  spatial	  and	  cultural	  
dynamics	  of	  place.	  
Section	  One.	  Background	  and	  motivations	  of	  this	  study:	  This	  section	  is	  a	  personal	  account	  of	  the	  
journey	  that	  pre-­‐dated	  the	  study,	  paying	  particular	  attention	  to	  the	  activities	  and	  concerns	  that	  
created	  the	  impetus	  and	  focus	  for	  the	  creative	  practice	  presented	  in	  this	  exegesis.	  I	  describe	  how	  
my	  studies	  in	  built	  environment	  design	  and	  visual	  arts,	  combined	  with	  my	  personal	  interests	  in	  
role-­‐play	  adventure	  games	  naturally	  led	  me	  to	  seek	  out	  ways	  to	  transform	  everyday	  urban	  spaces	  
into	  more	  playful	  arenas.	  I	  began	  with	  the	  assumption	  that	  I	  could	  evoke	  a	  more	  playful	  and	  
meaningful	  experience	  of	  place	  by	  utilising	  such	  aspects	  of	  game-­‐play	  as	  storytelling,	  role-­‐play,	  
adventure	  and,	  most	  importantly,	  a	  sense	  of	  community	  inclusion	  and	  engagement.	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This	  section	  also	  describes	  how	  I	  adopted	  the	  ‘carnival’	  as	  a	  core	  design	  device	  and	  as	  a	  
transformative	  vehicle	  that	  assisted	  in	  the	  transportation	  of	  playful	  aspects	  to	  urban	  spaces.	  This	  
follows	  a	  long-­‐standing	  tradition	  of	  authors	  and	  filmmakers	  who	  have	  established	  the	  circus	  as	  a	  
narrative	  convention	  in	  works	  such	  as	  Dicken’s	  ‘Hard	  Times’,	  Chaplin’s	  ‘The	  Circus’,	  and	  Fellini’s	  
‘The	  Clowns’.	  The	  carnival	  is	  exploited	  by	  this	  study	  as	  both	  a	  dramatic	  device	  and	  as	  an	  aesthetic	  
template,	  with	  the	  intent	  of	  what	  Bakhtin	  (1984)	  describes	  as	  superimposing	  the	  ‘free	  carnival	  
atmosphere’	  onto	  the	  ‘droll	  aspect	  of	  the	  world’.	  
Section	  Two.	  Research	  Approach	  and	  Design	  Context:	  This	  section	  outlines	  the	  initial	  practice-­‐led	  
research	  approach	  adopted	  for	  this	  study.	  I	  discuss	  how	  the	  tenets	  of	  practice-­‐led	  research	  
present	  limitations	  as	  a	  guide	  for	  creative	  practice	  research.	  The	  strategies	  offered	  are	  valuable	  
as	  a	  broad	  definition,	  but	  are	  vague	  as	  methods	  in	  a	  design	  context,	  offering	  no	  practical	  
techniques	  or	  criteria	  for	  the	  conception,	  development,	  deployment	  and	  evaluation	  of	  a	  creative	  
project.	  For	  this	  reason,	  I	  turned	  my	  attention	  to	  literature	  on	  design-­‐based	  research	  (DBR)	  
methods	  as	  an	  attempt	  to	  move	  closer	  to	  an	  authentic	  description	  of	  the	  actual	  design	  strategies	  
involved	  in,	  and	  which	  have	  evolved	  from,	  this	  practice,	  as	  presented	  in	  Section	  5.	  	  
Section	  Three.	  Design	  Fields.	  Discussion	  and	  Contributions:	  In	  order	  to	  exact	  a	  DBR	  strategy,	  it	  is	  
my	  argument	  that	  the	  specific	  fields	  of	  design	  undertaken	  and	  under	  scrutiny	  should	  be	  made	  
apparent.	  This	  way,	  a	  contribution	  to	  the	  design	  community	  can	  be	  more	  readily	  articulated	  and	  
effectively	  adopted.	  	  Consequently,	  this	  section	  confirms	  interaction	  design	  as	  the	  core	  discipline	  
that	  broadly	  characterises	  this	  practice,	  and	  interface	  design	  as	  the	  field	  that	  informs	  the	  
development	  and	  evaluation	  of	  the	  specific	  outputs	  that	  validate	  and	  demonstrate	  the	  tenets	  of	  
this	  study.	  As	  a	  contribution	  to	  these	  design	  domains,	  I	  expand	  on	  the	  theory	  presented	  in	  the	  
literature	  by	  offering	  specific	  interaction	  and	  interface	  design	  rules,	  categories	  and	  processes.	  
These	  contributions	  are	  derived	  from	  both	  theoretical	  explorations	  and	  practical	  application,	  
refined	  through	  an	  intensely	  iterative	  and	  reflective	  practice.	  
Section	  Four.	  Theoretical	  Contingencies	  and	  Implications	  of	  this	  Practice:	  In	  this	  section	  I	  discuss	  
two	  main	  areas	  as	  critical	  for	  the	  formulation	  of	  the	  theoretical	  foundations	  of	  this	  study.	  Firstly,	  
the	  potential	  adoption	  of	  relevant	  aspects	  of	  virtual	  gameplay	  and,	  secondly,	  by	  an	  assessment	  of	  
the	  theoretical	  contingencies	  of	  urban	  place	  in	  which	  the	  games	  took	  place.	  
Section	  Five.	  The	  LBG	  Design	  Approach	  and	  Strategy:	  At	  the	  commencement	  of	  this	  study,	  LBG	  
design	  was	  a	  new	  creative	  endeavour.	  In	  order	  to	  engage	  in	  all	  theoretical,	  methodological	  and	  
practical	  aspects	  of	  this	  emerging	  field,	  I	  decided	  to	  undertake	  this	  project	  as	  a	  doctoral	  study.	  
The	  aim	  was	  to	  develop	  both	  a	  creative	  work	  and	  a	  definitive	  design	  methodology	  that	  would	  
take	  into	  account	  all	  the	  contingencies	  and	  possibilities	  of	  game	  interventions	  for	  a	  modern	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urban	  setting.	  As	  a	  design-­‐based	  research	  project,	  my	  main	  concern	  and	  focus	  involved	  exploring	  
ways	  of	  testing	  the	  establishment	  of	  an	  innovative	  design	  approach	  that	  would	  best	  encourage	  
groups	  of	  players	  to	  engage	  with	  recognisable,	  conventional	  cultural	  precincts	  in	  alternative,	  
playful	  ways,	  while,	  at	  the	  same	  time,	  inspiring	  them	  to	  reconsider	  and	  revitalise	  their	  
relationships	  to	  these	  places.	  	  
Before	  outlining	  the	  LBG	  design	  strategy,	  I	  begin	  this	  section	  with	  a	  description	  of	  how	  the	  LBG	  
design	  process	  was	  discovered	  and	  evolved	  from	  this	  practice	  and	  how	  it	  functioned	  to	  result	  in	  
the	  production	  of	  design	  artefacts	  that	  are	  employed	  in	  a	  transformative	  practice.	  	  
Chapter	  Six.	  The	  Full	  Circle	  Of	  Practice:	  This	  section	  presents	  how	  the	  various	  processes	  and	  
resources	  resulting	  from	  this	  study	  have	  been	  re-­‐appropriated	  to	  create	  a	  number	  of	  descendent	  
projects.	  These	  projects	  extend	  the	  SCOOT	  project	  and	  form	  part	  of	  the	  overall	  practices	  derived	  
from	  this	  doctoral	  study.	  They	  also	  evidence	  the	  projects	  capacity	  to	  be	  adaptable	  to	  new	  
contexts	  and	  with	  new	  contingencies	  and	  requirements.	  	  
This	  chapter	  acts	  as	  a	  verification	  of	  the	  contribution	  this	  study	  makes	  (design	  rules,	  strategies	  
and	  tools)	  to	  the	  community	  of	  practice	  for	  both	  makers	  and	  players	  of	  location-­‐based	  games.	  
1.3 Contributions of this Study  
This	  exegesis	  adopted	  and	  adapted	  Practice-­‐Led	  (PLR)	  and	  Design-­‐Based	  Research	  (DBR)	  
approaches	  to	  create	  a	  transformative	  experience	  in	  local	  places.	  According	  to	  Edelson	  (2002)	  an	  
effective	  DBR	  project	  will	  results	  in	  generated	  theories,	  frameworks	  and	  methodologies.	  Barab	  
and	  Squire	  (2004)	  extend	  the	  expected	  outcomes	  of	  a	  DBR	  project	  to	  generously	  include	  the	  
broader	  design	  community	  by	  stating	  that	  ‘our	  goal	  as	  applied	  researchers	  engaged	  in	  doing	  
design	  work,	  is	  to	  directly	  impact	  practice	  while	  advancing	  theory	  that	  will	  be	  of	  use	  to	  others’.	  	  
As	  such,	  this	  study	  offers	  the	  following	  contributions	  for	  adoption	  and	  adaption	  by	  other	  DBR	  
practitioners	  along	  with	  those	  engaged	  in	  related	  design	  disciplines.	  	  
These	  contributions	  represent	  a	  synthesis	  of	  a	  number	  of	  doctoral	  and	  design	  activities,	  namely	  
the	  analysis	  of	  the	  current	  trends	  in	  the	  related	  design	  disciplines,	  case	  study	  analysis,	  theoretical	  
discoveries	  and	  iterative	  design	  and	  development	  practice	  cycles.	  Subsequently,	  each	  
contribution	  is	  described	  as	  both	  newly	  established	  or	  formulated	  by	  this	  study	  as	  well	  as	  applied	  
and	  verified	  through	  the	  design	  process.	  
This	  study	  offers	  the	  following	  contributions:	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New	  domain	  theories	  
− Established	  and	  applied	  theories	  regarding	  how	  game	  interfaces	  can	  work	  to	  present	  
alternative	  experiences	  in	  everyday	  places,	  based	  on	  the	  adoption	  of	  Bakhtin’s	  dialogical	  
theory	  of	  the	  carnivalesque	  and	  Ricoeur’s	  transformative	  process	  of	  the	  triple	  mimesis	  
(Sections	  1	  and	  4)	  
Innovative	  LBG	  solutions	  
− Formulated	  and	  applied	  analytical	  processes	  to	  discover	  the	  potential	  for	  integrating	  
game	  interfaces	  and	  interactions	  in	  existing	  institutional	  space	  to	  motivate	  and	  sustain	  
creative	  group	  experiences	  (Section	  5)	  
− Formulated	  and	  applied	  specific	  domain	  rules	  and	  strategies	  to	  support	  the	  conceptual	  
and	  actual	  development,	  evaluation	  and	  installation	  of	  LBG	  works	  and	  the	  curation	  of	  
LBG	  events	  (Section	  3)	  
Interactive	  design	  artefacts	  and	  events	  
− Applied	  and	  demonstrated	  the	  domain	  theories	  and	  solutions	  through	  the	  development	  
and	  presentation	  of	  a	  series	  of	  iteratively	  designed	  artefacts	  (SCOOT	  interfaces)	  for	  peer	  
and	  public	  participation,	  scrutiny	  and	  reflection	  (Section	  3	  and	  http://scootagency.com).	  
New	  practice	  models	  and	  methods	  	  
− Formulated	  and	  verified	  a	  LBG	  design	  strategy	  to	  support	  the	  analysis,	  refinement,	  
evaluation	  and	  real-­‐world	  integration	  of	  interventionist	  works	  and	  events	  (Sections	  2	  and	  
5)	  
Tools	  for	  knowledge	  transfer	  
− Designed	  and	  developed	  tools	  and	  techniques	  for	  amateur	  and	  professional	  creation	  and	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2 PLAYFUL TRANSFORMATIONS OF PLACE 
I	  will	  begin	  this	  chapter	  with	  an	  important	  confession:	  I	  was	  an	  avid	  Dungeons	  and	  Dragons	  (D&D)	  
player	  in	  the	  early	  1990s	  with	  a	  secret	  ambition	  to	  become	  a	  Dungeon	  Master	  (DM).	  
2.1 Dungeons and Dragons 
Every	  Monday	  night	  a	  group	  of	  six	  merry	  adventurers	  would	  meet	  at	  a	  delegated	  living	  room	  with	  
a	  plate	  of	  nibbles,	  a	  D&D	  Players	  Guide,	  a	  Monster	  Manual	  and	  a	  game	  inventory	  (character	  
statistics,	  mission	  notes,	  player	  dice	  and	  maps).	  At	  the	  time,	  I	  was	  studying	  a	  Bachelor	  of	  Built	  
Environments	  and	  the	  group	  comprised	  a	  high	  school	  teacher,	  a	  financial	  advisor,	  a	  painter,	  an	  
engineer,	  an	  art	  gallery	  director	  and	  a	  builder.	  	  
Although	  I	  began	  to	  mingle	  socially	  with	  my	  fellow	  adventurers,	  the	  D&D	  sessions	  were	  never	  
discussed	  with	  others	  outside	  of	  our	  Monday	  night	  game	  sessions.	  However,	  there	  was	  no	  doubt	  
that	  the	  game	  provided	  an	  added	  layer	  to	  our	  friendships	  that	  came	  from	  exclusive	  knowledge	  of	  
shared	  adventures	  and	  imaginings.	  
On	  one	  of	  those	  Monday	  nights,	  we	  all	  gathered	  with	  anticipation,	  as	  the	  previous	  session	  had	  
ended	  at	  the	  conclusion	  of	  a	  battle	  against	  a	  serious	  foe	  in	  an	  abandoned	  castle	  and	  I,	  the	  least	  
experienced	  member,	  had	  been	  badly	  injured	  (two	  flesh	  wounds	  and	  a	  ‘dramatic’	  wound).	  After	  a	  
friendly	  chat	  we	  took	  our	  places	  at	  the	  table	  with	  our	  personal	  inventory.	  The	  DM	  gestured	  that	  
play	  had	  begun.	  At	  this	  point	  all	  else	  in	  the	  room,	  along	  with	  the	  outside	  world,	  faded	  away.	  
We	  had	  entered	  the	  game	  arena,	  ‘in	  character’,	  no	  longer	  ourselves.	  The	  DM	  would	  open	  with	  a	  
summary	  of	  our	  current	  situation	  and	  character	  status	  (health,	  position,	  inventory,	  last	  move	  
etc).	  Any	  maps	  and	  mission	  statistics	  outlining	  the	  next	  challenge	  were	  then	  laid	  out	  on	  the	  table	  
for	  all	  of	  the	  players	  to	  contemplate.	  We	  then	  take	  turns	  in	  responding	  to	  the	  DM’s	  challenge,	  
our	  first	  move	  for	  the	  night,	  on	  track	  and	  on	  mission.	  
There	  were	  always	  new	  places	  to	  explore,	  creatures	  to	  battle,	  spells	  to	  cast,	  treasure	  to	  be	  found,	  
people	  to	  save.	  My	  favourite	  character	  at	  the	  time	  was	  a	  warrior	  elf	  I	  had	  named	  Meleika,	  after	  a	  
mythical	  character	  I	  found	  during	  some	  early	  research	  into	  character	  design.	  Meleika	  was	  
proficient	  with	  the	  bow	  and	  arrow	  and	  also	  had	  substantial	  climbing	  and	  stealth	  skills.	  She	  came	  
from	  a	  large	  clan	  with	  a	  reputation	  for	  good	  deeds	  and	  rumours	  of	  magical	  powers	  in	  forest	  
environs.	  I	  dedicated	  significant	  time	  to	  creating	  a	  rich	  background	  story	  for	  the	  character,	  with	  
advice	  from	  the	  DM,	  who,	  each	  week,	  selected	  a	  character’s	  background	  story	  to	  weave	  into	  the	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broader	  game	  mission.	  This	  was	  an	  explicit	  strategy	  of	  the	  DM	  to	  provide	  a	  motivation	  for	  each	  
player	  to	  contribute	  and	  commit	  to	  the	  narrative	  development,	  for	  the	  enjoyment	  of	  all	  players.	  
Eventually	  the	  whole	  group	  became	  familiar	  with	  each	  other’s	  character	  traits	  and	  player	  
strategies.	  As	  the	  DM	  always	  designed	  missions	  according	  to	  our	  interests	  and	  skills,	  he	  always	  
kept	  us	  intrigued,	  outraged	  and	  entertained.	  His	  creative	  stories,	  maps,	  illustrations,	  historic	  
references	  and	  mission	  details	  were	  developed	  with	  care,	  precision	  and	  imagination.	  He	  
transformed	  our	  domestic	  surroundings	  into	  a	  secret	  cave,	  a	  theatre	  of	  actors,	  a	  wilderness	  of	  
possibilities.	  
This	  was	  my	  dream,	  to	  be	  a	  great	  DM,	  the	  master	  of	  a	  story	  being	  told,	  the	  architect	  of	  an	  
unknown	  world,	  and	  the	  creator	  of	  creatures.	  Sadly,	  the	  group	  disbanded	  before	  I	  had	  my	  
chance.	  There	  had	  been	  some	  dissent	  in	  the	  ranks.	  Initially,	  when	  we	  first	  formed,	  we	  had	  agreed	  
to	  limit	  all	  character	  designs,	  not	  permitting	  any	  chaotic	  or	  evil	  traits.	  While	  this	  was	  meant	  to	  
ensure	  a	  cooperative	  experience,	  some	  players	  believed	  it	  left	  a	  gap	  in	  potential	  tensions	  in	  the	  
storyline	  that	  would	  make	  the	  missions	  less	  predictable.	  
No	  matter	  if	  this	  sounds	  a	  tad	  ‘dorky’	  or	  makes	  little	  sense	  to	  the	  reader,	  the	  point	  is	  that	  since	  
then	  no	  game	  has	  inspired	  me	  to	  engage	  so	  deeply	  and	  with	  such	  pleasure	  in	  a	  fantastic	  world	  
with	  fellow	  players.	  I	  was	  invested	  in	  a	  character,	  who	  had	  developed	  into	  a	  unique	  extension	  of	  
my	  own	  persona,	  who	  I	  represented	  at	  each	  game	  session	  with	  dedication	  and	  anticipation,	  
acting	  in	  cooperative	  good	  faith	  and	  blissful	  fantasy.	  	  
	   	  
A	  group	  of	  D&D	  players	  in	  session,	  the	  game	  dice	  for	  scoring	  and	  one	  of	  the	  D&D	  player	  handbooks.	  	  
Since	  that	  time,	  I	  have	  casually	  played	  many	  computer	  games,	  some	  of	  which	  I	  mention	  in	  this	  
exegesis.	  I	  was	  utterly	  disappointed	  when	  multiplayer	  D&D	  games,	  such	  as	  World	  of	  Warcraft	  	  
(http://www.worldofwarcraft.com/) and	  Everquest	  (http://www.everquest.com/),	  became	  
available	  as	  digital,	  online	  games.	  Although	  players	  could	  play	  in	  ‘guilds’,	  with	  many	  other	  
players,	  they	  were	  situated	  at	  their	  computer	  eating	  their	  nibbles	  alone.	  The	  game	  missions	  were	  
predetermined,	  the	  story	  delivered	  by	  occasional	  pop-­‐up	  text	  boxes	  and	  voice-­‐overs.	  There	  was	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no	  Dungeon	  Master,	  no	  intimacy,	  no	  agency	  over	  the	  experience,	  as	  anything	  that	  occurred	  was	  
pre-­‐programmed	  to	  happen	  by	  strangers.	  I	  had	  gone	  from	  being	  a	  living,	  active	  stand-­‐in	  for	  my	  
character	  to	  being	  a	  digital	  cursor	  in	  a	  virtual	  world	  that	  could	  never	  be	  more	  satisfying	  than	  the	  
real	  world	  or	  the	  world	  of	  my	  own	  imagination.	  	  
At	  this	  time,	  I	  had	  stopped	  working	  as	  an	  interior	  designer	  and	  had	  completed	  a	  four-­‐year	  Fine	  
Art	  degree.	  Just	  as	  I	  had	  become	  disappointed	  with	  the	  limits	  of	  computer	  games	  in	  virtual	  space,	  
I	  also	  started	  to	  develop	  dissatisfaction	  with	  modern	  architecture	  and	  urban	  town	  planning.	  In	  
order	  to	  overcome	  both	  of	  these	  dissatisfactions,	  I	  began	  to	  travel,	  in	  search	  of	  adventure	  and	  
wonderment	  in	  unfamiliar	  places	  full	  of	  history,	  in	  cities	  with	  grand	  galleries,	  parks	  and	  lively	  
streets	  that	  resembled	  living	  museums.	  
In	  2000,	  I	  moved	  to	  Brisbane	  after	  two	  years	  of	  teaching	  design	  and	  art	  history	  in	  Beijing,	  China.	  
The	  Sunshine	  Coast	  was	  a	  beautiful	  place	  of	  beaches,	  rainforests	  and	  cafes.	  But	  the	  city	  of	  
Brisbane,	  although	  very	  clean	  and	  modern,	  felt	  sterile,	  conservative	  and	  devoid	  of	  excitement	  
and	  inspiration	  compared	  with	  my	  recent	  experiences	  of	  the	  bustling	  streets	  and	  sub-­‐cultures	  of	  
Europe	  and	  China.	  
It	  was	  soon	  after	  I	  had	  settled	  into	  teaching	  design	  at	  QUT	  that	  I	  discovered	  something	  that	  
inspired	  further	  investigation.	  The	  increased	  access	  to	  web	  and	  mobile	  technology	  was	  quickly	  
making	  it	  possible	  for	  people	  to	  engage	  in	  new	  kinds	  of	  orientation	  activities.	  In	  particular,	  
handheld	  devices	  equipped	  with	  GPS	  (Global	  Positioning	  System)	  had	  inspired	  a	  trend	  called	  
geocaching,	  which	  worked	  in	  a	  similar	  way	  to	  scavenger	  hunts.	  I	  immediately	  recognised	  this	  as	  a	  
potential	  way	  to	  combine	  gameplay	  and	  familiar	  places	  by	  adopting	  and	  adapting	  new	  mobile	  
storytelling	  techniques.	  	  
2.1.1 Initial Research Questions 
Feeling	  energised,	  I	  began	  the	  new	  obsession	  that	  resulted	  in	  the	  design	  of	  my	  beloved	  project,	  
SCOOT,	  the	  location-­‐based	  game.	  Finally,	  a	  chance	  to	  be	  a	  Dungeon	  Master!	  
This	  obsession	  gathered	  momentum	  as	  I	  began	  to	  investigate	  the	  following	  questions	  that	  led	  me	  
to	  undertake	  this	  doctoral	  adventure:	  
− What	  are	  the	  design	  contingencies,	  tools	  and	  processes	  for	  a	  re-­‐worked	  Dungeon	  
Mastery	  in	  urban	  spaces?	  
− How	  can	  LBGs	  be	  used	  as	  a	  model	  for	  revitalising	  cultural	  and	  social	  contributions	  and	  
interactions	  in	  an	  institutional	  context?	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− What	  are	  the	  existing	  and	  potential	  social,	  cultural	  and	  financial	  transactions	  available	  in	  
institutional	  environments?	  
− What	  kinds	  of	  situated	  interventions	  are	  possible	  across	  both	  physical	  and	  virtual	  spaces?	  
2.1.2 Dungeon Mastery in Public Places 
The	  cultural	  precincts	  of	  modern	  Australian	  cities	  are	  hybrid	  spaces,	  usually	  characterised	  by	  
clean,	  safe	  materials,	  networked	  public	  screens	  and	  smart	  buildings.	  As	  Woodward	  et	  al	  (2000)	  
have	  suggested,	  these	  spaces,	  although	  filled	  with	  cafes,	  museums	  and	  park	  benches,	  can	  be	  
viewed	  as	  relatively	  homogenised,	  unwelcoming	  spaces	  with	  no	  promise	  of	  discovery	  or	  
adventure,	  and	  lacking	  in	  spontaneous	  social	  interaction	  or	  creative	  expression.	  Regardless	  of	  the	  
newness	  of	  such	  places,	  they	  still	  inherit	  a	  dominant	  series	  of	  institutional	  rules,	  rituals,	  
conventions,	  and	  designations	  that	  Bourdieu	  (1977)	  refers	  to	  as	  ‘cultural	  fields	  of	  practice’,	  which	  
have	  the	  tendency	  to	  ‘constitute	  an	  objective	  hierarchy,	  and	  which	  produce	  and	  authorise	  certain	  
discourse	  and	  activities’	  (Webb,	  Schirato,	  &	  Danaher,	  2002,	  p.	  ix)	  within.	  However,	  these	  places	  
are	  not	  without	  the	  potential	  for	  playful	  intervention.	  
As	  demonstrated	  by	  my	  D&D	  game	  experiences,	  cooperative	  storytelling	  events	  have	  the	  ability	  
to	  transform	  any	  ordinary	  domestic	  living	  room	  into	  a	  theatre	  of	  play.	  	  I	  began	  this	  study	  with	  the	  
assumption	  that	  an	  LBG	  would	  have	  the	  same	  potential	  to	  intervene	  in	  public	  places	  to	  likewise	  
transform	  them	  into	  a	  wilderness,	  an	  alternative	  reality	  of	  creative	  possibilities.	  	  This	  could	  be	  
achieved	  by	  designing	  a	  system	  (in	  the	  form	  of	  a	  game)	  that	  simultaneously	  combined	  virtual	  
worlds	  with	  the	  local	  precincts,	  and	  legends	  of	  myth	  with	  local	  history,	  by	  superimposing	  the	  
mundane	  objects	  of	  place	  with	  fantasy	  and	  replacing	  everyday	  prosaic	  interactions	  with	  
cooperative,	  playful	  encounters.	  Such	  a	  design	  could	  potentially	  allow	  groups	  to	  act	  in	  this	  world	  
simultaneously,	  as	  both	  themselves	  and	  as	  avatars	  (characters	  with	  alternate	  attributes)	  of	  
another	  world,	  existing	  in	  parallel.	  
As	  a	  Dungeon	  Master	  of	  my	  local	  public	  sites,	  I	  proceeded	  to	  create	  a	  series	  of	  LBG	  events	  that	  
occurred	  in	  various	  urban	  cultural	  precincts	  (museums	  and	  universities)	  with	  the	  core	  purpose	  of	  
disrupting	  expected	  practices	  of	  reverence	  and	  contemplation.	  Such	  intervention	  aimed,	  
therefore,	  to	  transform	  these	  places	  into	  zones	  that	  encourage	  noisy,	  physical,	  playful	  
interactions.	  	  
However,	  it	  is	  noteworthy	  that	  SCOOT	  does	  not	  perform	  such	  unconventional	  disruptions	  by	  
completely	  disregarding	  the	  rich	  history	  of	  place	  and	  the	  fabric	  of	  familiar	  interactions	  that	  may	  
occur	  there.	  Indeed,	  some	  of	  these	  situation	  codes	  and	  conventions	  are	  of	  immense	  cultural	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value,	  in	  effect,	  seemingly,’	  ripe	  for	  the	  plucking’,	  to	  be	  incorporated	  into	  a	  multilayered	  
transformative	  experience	  within	  the	  game’s	  structure.	  Hence,	  significant	  aspects	  of	  the	  SCOOT	  
intervention	  experience	  are	  inspired	  by	  the	  unique	  location	  and	  the	  many	  hidden	  stories	  that	  
reside	  and	  echo	  therein.	  
	  
A	  set	  of	  images	  that	  illustrates	  some	  major	  milestones	  of	  LBG	  design	  in	  and	  for	  a	  public	  setting;	  in	  this	  case	  
Federation	  Square,	  Melbourne,	  and	  the	  surrounding	  area	  (2005):	  Site	  visit	  and	  analysis,	  node	  mapping,	  
scriptwriting,	  collaboration	  workshops	  and	  resources,	  progress	  review	  sessions,	  installation	  specifications,	  
post	  event	  debriefing	  session	  with	  project	  collaborators	  and	  stakeholders.	  
The	  design	  approach	  undertaken	  is	  similar	  to	  a	  Dungeon	  Master	  process.	  As	  illustrated	  in	  the	  
image	  collection	  above,	  I	  first	  construct	  a	  map	  of	  the	  selected	  game	  locations,	  collect	  stories	  from	  
various	  sources,	  script	  initial	  game	  pathways,	  develop	  and	  prototype	  game	  interfaces,	  test	  the	  
initial	  game	  installations	  on-­‐location	  and,	  finally,	  evaluate	  them	  by	  arranging	  feedback	  sessions	  
with	  various	  event-­‐design	  participants.	  These	  participants	  are	  akin	  to	  a	  group	  of	  D&D	  players	  that	  
collaborate	  in	  person	  to	  create	  a	  game	  event.	  	  
2.2 Substituting Dungeons and Dragons with Sideshows and 
Menageries 
The	  SCOOT	  LBG	  events	  seek	  to	  engage	  people	  in	  the	  hidden	  histories	  and	  potential	  narratives	  of	  
Australian	  cities.	  As	  such,	  SCOOT	  is	  a	  creative	  machine	  of	  urban	  examination,	  intervention	  and	  
transformation,	  re-­‐mixing	  the	  histories	  and	  fictions	  of	  place.	  Ricoeur	  (1990)	  has	  claimed	  that	  all	  
narratives	  want	  change	  above	  all	  else,	  ‘providing	  a	  space	  for	  the	  confrontation	  between	  the	  
world	  of	  the	  text	  and	  the	  world	  of	  the	  reader’.	  In	  his	  three	  volumes,	  Time	  and	  Narrative,	  Ricoeur	  
(1984/1990)	  asserts	  that	  such	  multilayered	  transformation	  would	  require	  the	  process	  of	  Triple	  
Mimesis.	  	  Mimesis	  1	  (‘prefiguration’)	  simply	  requires	  a	  pre-­‐understanding	  of	  human	  action	  and	  a	  
recognition	  that	  it	  is	  already	  symbolically	  mediated;	  Mimesis	  2	  (‘configuration’)	  is	  an	  
‘emplotment’	  of	  these	  symbols	  and	  signs	  arranged	  into	  a	  cohesive	  narrative;	  and	  Mimesis	  3	  
(‘refiguration’)	  is	  the	  application	  of	  this	  plot.	  As	  Kemp	  (1995)	  asserts,	  in	  relation	  to	  the	  triple	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mimesis,	  ‘the	  revelation	  and	  transformation	  of	  reality	  into	  a	  world	  in	  which	  the	  spectator,	  or	  
reader,	  can	  live	  after	  having	  his	  or	  her	  emotions	  purified	  by	  the	  catharsis	  for	  the	  entire	  poetic	  
process’.	  
This	  view	  is	  slightly	  different	  to	  that	  relating	  to	  a	  traditional	  communication	  process	  between	  an	  
author/artist/designer	  and	  the	  reader/viewer/user.	  It	  is	  not	  uncommon	  to	  find	  processes	  of	  
communication	  described	  as	  a	  linear	  development	  by	  theorists	  of	  multiple	  disciplines.	  Eco	  
(1979b)	  clearly	  states	  that	  ‘in	  a	  communicative	  process	  there	  are	  a	  sender,	  a	  message,	  and	  an	  
addressee.’	  Moreover,	  Fiske	  (1990)	  echoes	  this	  interpretation	  of	  communication	  by	  referring	  to	  
the	  Shannon	  and	  Weaver	  mathematical	  model	  of	  communication	  as	  a	  basic	  technical	  process	  
from	  an	  ‘information	  source’	  to	  a	  ‘destination’.	  In	  this	  model,	  ‘the	  source	  is	  seen	  as	  the	  decision	  
maker;	  that	  is,	  the	  source	  decides	  which	  message	  to	  send’	  (Fiske,	  1990,	  6).	  According	  to	  
prominent	  early	  semioticians	  and	  linguists,	  such	  as	  Peirce	  and	  Saussure,	  the	  ‘message’	  is	  carried	  
on	  a	  ‘sign’	  that	  is	  part	  of	  a	  ‘sign	  system’.	  Sign	  systems	  are	  made	  up	  of	  codes	  and	  conventions	  and	  
these	  ‘systems	  are	  governed	  by	  rules	  which	  are	  consented	  to	  by	  all	  members	  of	  the	  community	  
using	  that	  code’	  (cited	  in	  Fiske,	  1990,	  64).	  As	  such,	  the	  communicative	  effectiveness	  of	  these	  
systems	  relies	  on	  the	  social	  context	  in	  which	  these	  signs	  are	  presented,	  received	  and	  interpreted.	  	  
2.2.1 The Travelling Carnival as a Sign Vehicle 
The	  SCOOT	  LBG	  project	  adopts	  the	  ‘carnival’	  as	  a	  core	  design	  device	  and	  transformative	  sign	  
vehicle	  that	  assists	  in	  the	  transportation	  of	  playful	  aspects	  to	  urban	  spaces.	  SCOOT	  makes	  use	  of	  
the	  ‘carnival	  as	  a	  metaphor-­‐making	  faculty’	  (Stoddart	  2000)	  in	  a	  similar	  way	  authors	  and	  
filmmakers	  established	  the	  circus	  as	  a	  narrative	  convention	  in	  works	  such	  as	  Dicken’s	  ‘Hard	  
Times’,	  Chaplin’s	  ‘The	  Circus’,	  and	  Fellini’s	  ‘The	  Clowns’.	  The	  carnival	  is	  exploited	  by	  this	  study	  as	  
both	  a	  ‘dramatic	  metaphor’	  (Stoddart	  2000,	  146)	  and	  an	  aesthetic	  template	  with	  the	  sole	  intent	  
of	  what	  Bakhtin	  (1968)	  would	  describe	  as	  superimposing	  the	  	  ‘free	  carnival	  atmosphere’	  onto	  the	  
‘droll	  aspect’	  of	  the	  world	  in	  ‘temporary	  suspension’.	  
The	  carnivals	  potential	  for	  renewal	  is	  only	  made	  possible	  through	  player	  participation.	  Gorfain	  
(1998)	  discusses	  the	  reflexive	  potential	  of	  the	  carnival	  as	  it	  ‘obscures	  the	  differences	  between	  
performers	  and	  audience,	  blending	  us	  all	  in	  a	  comedic	  vision	  of	  performed	  culture…	  to	  make	  us	  
observers	  of	  our	  own	  observing,	  objects	  of	  our	  own	  subjective	  knowledge,	  inheritors	  of	  the	  
playful	  knowledge	  of	  paradox.’	  Player	  groups	  (friends,	  students	  and/or	  families)	  that	  participate	  
successfully	  in	  the	  SCOOT	  carnival	  are	  demonstrating	  their	  understanding	  of	  the	  ‘carnival’	  system	  
and	  ‘institutional’	  system	  it	  parodies.	  Furthermore,	  they	  are	  evidencing	  their	  understanding	  of	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the	  subversive	  implications	  of	  traversing	  these	  oppositional	  systems.	  Gorfain	  (1998)	  describes	  
this	  as	  ‘reflexive	  play	  within	  the	  boundaries	  between	  event	  and	  representation,	  past	  and	  present,	  
subjective	  and	  actual,	  audience	  and	  performers’	  (Gorfain	  1998).	  	  
According	  to	  Ginsborg	  (2005),	  families	  are	  particularly	  important	  as	  ‘agents	  of	  everyday	  politics,	  
pre-­‐eminent	  sites	  not	  only	  of	  emotions	  and	  affections,	  intimacy	  and	  dependency,	  but	  also	  of	  
education,	  socilaisation	  and	  the	  construction	  of	  opinion.	  To	  an	  extent	  they	  shape	  the	  way	  in	  
which	  an	  individual	  connect	  to	  the	  wider	  world.’	  For	  this	  reason,	  family	  groups	  became	  the	  focus	  
of	  the	  SCOOT	  game	  design.	  Observing	  different	  generations	  within	  a	  family	  group	  play,	  negotiate,	  
contest	  and	  learn	  together	  was	  so	  gratifying	  in	  the	  first	  iterations	  of	  SCOOT	  that	  it	  became	  the	  
primary	  motivation	  for	  the	  core	  design	  team	  in	  future	  iterations.	  I	  found	  family	  groups	  to	  be	  very	  
tolerant	  of	  awkward	  technical	  problems	  and	  very	  generous	  with	  useful	  feedback.	  From	  the	  third	  
SCOOT	  LBG	  event,	  I	  included	  workshop	  spaces	  along	  the	  game	  paths,	  where	  groups	  were	  invited	  
to	  take	  part	  in	  design	  exercises	  with	  members	  of	  the	  SCOOT	  creative	  team,	  which	  surreptitiously	  
provided	  the	  project	  with	  valuable	  feedback	  and	  a	  fresh	  resource	  of	  ideas.	  
	  
An	  example	  of	  how	  the	  physical	  attributes	  of	  the	  sites	  (middle	  image	  of	  the	  ACMI	  building	  in	  Federation	  
Square	  in	  2006)	  are	  adopted	  and	  transformed	  into	  carnival	  game	  settings	  (image	  of	  the	  SCOOT	  Juggler	  
game	  on	  the	  far	  left).	  These	  carnival	  alternatives	  are	  displayed	  on	  monitors	  and	  walls	  inside	  the	  
buildings	  on	  which	  they	  are	  based	  (image	  on	  the	  right	  of	  SCOOT	  players	  inside	  the	  ACMI	  building).	  
This	  exegesis	  provides	  many	  of	  the	  examples	  of	  how	  Bakhtin’s	  dialogical	  theory	  of	  the	  
carnivalesque	  is	  adopted	  and	  applied	  as	  a	  fundamental	  device,	  providing	  metaphors	  for	  the	  
design	  of	  both	  the	  SCOOT	  works	  and	  the	  player	  interactions	  actuated	  by	  them	  (see	  images	  
above).	  As	  demonstrated	  in	  the	  images	  below,	  the	  narrative	  and	  characters	  presented	  in	  the	  
SCOOT	  Cheerup	  game	  were	  based	  on	  historical	  data	  taken	  from	  the	  site	  it	  was	  installed	  in.	  Phar	  
Lap	  (1926–1932)	  was	  a	  champion	  thoroughbred	  racehorse	  whose	  achievements	  captured	  the	  
public's	  imagination	  during	  the	  early	  years	  of	  the	  Great	  Depression	  in	  Australia.	  His	  body	  is	  
preserved	  and	  proudly	  displayed	  in	  the	  Melbourne	  Museum.	  Although	  this	  was	  particular	  to	  the	  
Melbourne	  museum,	  CheerUp	  was	  also	  installed	  in	  all	  other	  subsequent	  SCOOT	  Events	  between	  
2006	  and	  2010.	  CheerUp	  was	  especially	  welcomed	  at	  the	  2008	  and	  2009	  events	  at	  the	  Victoria	  
University	  as	  the	  race	  track	  that	  PharLap	  performed	  at	  was	  adjacent	  to	  the	  St	  Albans	  Campus	  and	  




The	  image	  on	  the	  left	  is	  of	  the	  CheerUp	  Carnival	  Tent	  as	  it	  appears	  in	  the	  SCOOT	  Virtual	  World.	  The	  middle	  
image	  is	  the	  game	  character	  named	  ‘PharCycle’,	  introduced	  as	  PharLap’s	  imaginary	  lazy	  cousin,	  and	  the	  third	  
image	  is	  of	  PharCycle’s	  racetrack	  as	  projected	  onto	  the	  museum	  wall	  	  	  	  
The	  game	  aesthetics	  and	  mechanics	  were	  developed	  to	  be	  recognisable	  to	  players	  from	  their	  
previous	  experiences	  at	  carnivals	  and	  video	  game	  arcades,	  and	  the	  player	  interaction	  of	  shouting	  
and	  cheering	  mimicked	  a	  real	  life	  racetrack	  experience.	  Adopting	  familiar	  components	  and	  
interactions	  is	  important	  when	  presenting	  a	  new	  kind	  of	  experience	  as	  it	  reduces	  the	  
performance	  anxiety	  a	  player	  may	  otherwise	  have.	  	  
(A	  collection	  of	  carnival	  and	  video	  arcade	  inspiration	  can	  be	  found	  on	  the	  SCOOT	  Flickr	  site	  
http://www.flickr.com/photos/scootgame/galleries/).	  
	  Another	  example	  of	  this	  is	  the	  instance	  of	  the	  SCOOT	  ‘BarryBell’	  installation.	  The	  physical	  
mechanics	  of	  this	  installation	  draws	  from	  both	  Sideshow	  Alley	  games	  and	  video	  arcade	  




This	  image	  contains	  some	  of	  the	  historic	  materials	  used	  in	  the	  development	  of	  the	  SCOOT	  BarryBell	  installation.	  
Top	  left	  is	  a	  photograph	  of	  Sir	  Redman	  Barry	  and	  to	  the	  right	  are	  some	  of	  the	  SCOOT	  character	  concepts.	  The	  
mechanics	  of	  a	  typical	  carnival	  strength	  machine	  game	  (bottom	  middle	  image)	  was	  then	  combined	  with	  the	  
mechanics	  of	  some	  video	  arcade	  games	  (bottom	  left)	  to	  create	  the	  physical	  game	  box	  (below	  right).	  	  
‘BarryBell’	  is	  another	  SCOOT	  character	  based	  on	  historic	  accounts	  of	  Sir	  Redman	  Barry,	  founder	  
of	  the	  State	  Library	  of	  Victoria,	  in	  which	  it	  is	  installed.	  Although	  Sir	  Redman	  was	  a	  very	  important	  
and	  respected	  figure,	  he	  was	  also	  unpopular	  in	  that	  he	  was	  reportedly	  very	  aggressive,	  bossy	  and	  
sexist	  (women	  were	  apparently	  restricted	  to	  a	  small	  room	  where	  they	  could	  look	  at	  books	  on	  
domestic	  issues	  only	  while	  wearing	  gloves	  to	  protect	  the	  books).	  So	  in	  the	  parallel	  world	  of	  
SCOOT	  he	  has	  been	  made	  ‘blue	  in	  the	  face'	  and	  trapped	  on	  top	  of	  his	  own	  podium	  by	  the	  Dodgy	  
Carnies	  of	  SCOOT,	  unable	  to	  reach	  his	  book.	  The	  player	  requires	  information	  from	  Sir	  Redman	  
Barry	  to	  progress	  in	  the	  game,	  but	  he	  will	  not	  assist	  the	  players	  until	  they	  have	  helped	  him	  reach	  
his	  book.	  The	  players	  must	  beat,	  in	  time	  to	  music,	  on	  two	  drum	  pads	  on	  the	  top	  of	  the	  box	  until	  
the	  book	  reaches	  Sir	  BarryBell	  on	  top	  of	  the	  podium.	  Once	  the	  book	  hits	  the	  top,	  an	  old	  
telephone	  rings.	  On	  answering	  the	  phone,	  the	  players	  hear	  a	  secret	  message	  providing	  the	  next	  
clue	  (see	  images	  below).	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3 RESEARCH APPROACHES AND METHODS 
Although	  practice-­‐led	  research	  ‘has	  become	  widespread,	  it	  is	  yet	  to	  be	  characterized	  in	  a	  way	  
that	  has	  become	  agreed	  across	  the	  various	  fields	  of	  research	  where	  it	  is	  in	  use’	  (Design	  Futures	  
Group	  2010,	  2).	  It	  might	  be	  overly	  enthusiastic	  to	  expect	  an	  agreed	  upon	  characterisation	  across	  
multiple	  fields	  of	  creative	  endeavour.	  Instead,	  I	  view	  both	  practice-­‐led	  research	  (PLR)	  and	  design-­‐
based	  research	  (DBR)	  as	  a	  combined	  foundation	  that	  supports	  the	  establishment	  of	  specific	  
characterisations	  that	  are	  derived	  from	  a	  discrete	  field	  of	  practice.	  It	  is	  of	  more	  value	  to	  a	  design	  
community	  that	  a	  creative	  practice,	  in	  a	  research	  domain,	  is	  undertaken	  in	  a	  forensic	  manner	  that	  
can	  be	  reported	  and	  distributed	  for	  use	  by	  others	  within	  this	  field.	  	  
A	  critical	  aspect	  of	  this	  is	  to	  consider	  the	  potential	  ethical	  implications	  involved	  in	  undertaking	  
large	  scale	  public	  works	  within	  an	  academic	  context.	  A	  project	  such	  as	  this	  intersects	  both	  the	  
academic	  and	  professional	  environments,	  which	  requires	  a	  consolidation	  of	  multiple	  agendas	  in	  
the	  delivery	  of	  a	  public	  work.	  	  To	  avoid	  any	  conflicting	  agendas,	  I	  developed	  a	  close	  working	  
relationship	  between	  the	  collaborating	  organisations	  and	  individual	  practitioners	  involved	  with	  
the	  production	  and	  installation	  of	  the	  SCOOT	  LBG.	  	  	  
The	  SCOOT	  Design	  Strategy,	  presented	  in	  Section	  5	  of	  this	  exegesis,	  presents	  a	  model	  for	  
collaboration	  that	  insures	  that	  the	  approaches	  and	  methodologies	  undertaken	  to	  inform	  this	  
study	  supports	  both	  academic	  and	  professional,	  individual	  and	  collaborative	  practices.	  
Specifically,	  I	  present	  that	  this	  becomes	  the	  responsibility	  of	  the	  director	  (see	  page	  129)	  of	  the	  
project	  (in	  this	  case,	  myself)	  to	  carefully	  articulate	  and	  manage	  the	  collaboration	  and	  to	  
acknowledge	  and	  support	  the	  multiple	  contributions	  of	  all	  involved.	  
This,	  in	  turn,	  becomes	  a	  contribution	  to	  the	  field,	  above	  and	  beyond	  the	  production	  of	  design	  
outcomes	  and	  evaluations,	  and	  promotes	  a	  domain-­‐specific	  strategy	  and	  process	  for	  adaptation	  
and	  modification	  by	  a	  design	  community	  working	  across	  academic	  and	  public	  domains.	  	  
By	  adopting	  a	  PLR	  and	  DBR	  approach	  as	  a	  starting	  point,	  I	  have	  the	  flexibility	  to	  concentrate	  on	  
developing	  both	  effective	  design	  artefacts,	  as	  well	  as	  developing	  a	  more	  precise	  design	  
methodology,	  or	  a	  set	  of	  ‘design	  guidelines	  for	  a	  particular	  class	  of	  design	  challenge’	  (Edelson,	  
2002,	  114).	  	  
3.1 Adopting a Practice-Led Research Approach 
In	  2009,	  the	  Arts	  and	  Humanities	  Research	  Council	  (United	  Kingdom)	  published	  guidelines	  for	  
practice-­‐led	  research	  (PLR)	  stating	  that	  ‘the	  proposed	  work	  should	  aim,	  through	  your	  practice,	  to	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illuminate	  or	  bring	  about	  new	  knowledge	  and	  understanding	  in	  your	  discipline	  or	  in	  related	  
disciplinary	  areas.	  You	  must	  make	  it	  clear	  how	  your	  practice	  will	  contribute	  to	  answering	  the	  
research	  questions	  you	  have	  set.’	  However,	  as	  Nimkulrat	  (2007)	  rightly	  states,	  ‘research	  
questions	  generally	  originate	  from	  within	  practice’.	  Haseman	  (2007)	  reiterates	  that	  	  
many	  practice-­‐led	  researchers	  do	  not	  commence	  a	  research	  project	  with	  a	  sense	  of	  a	  
problem.	  Indeed	  they	  may	  be	  led	  by	  what	  is	  best	  described	  as	  an	  enthusiasm	  of	  
practice:	  something	  which	  is	  exciting,	  something	  which	  may	  be	  unruly,	  or	  indeed	  
something	  which	  may	  be	  just	  becoming	  possible	  as	  new	  technology	  or	  networks	  
allow	  (but	  of	  which	  they	  cannot	  be	  certain)	  (Haseman	  2007,	  para.18).	  	  
Furthermore,	  Yeates	  (2009)	  suggests	  that	  humanities	  and	  cultural	  studies	  researchers	  ‘tend	  to	  
analyse	  cultural	  productions	  from	  and	  “outsider”	  perspective,	  gazing	  inwards	  to	  the	  created	  text	  
at	  hand,	  then	  outwards	  again	  to	  the	  politics	  of	  the	  specific	  social	  and	  cultural	  contexts	  of	  those	  
texts.’	  On	  the	  other	  hand,	  she	  goes	  on	  to	  assert	  that	  the	  practitioner/researcher	  acts	  from	  
‘inside’	  their	  practice	  to	  ‘embody	  reworkings	  and	  re-­‐producings	  of	  the	  precise	  “modus	  operandi”	  
of	  their	  creative	  practice…	  and	  push	  the	  boundaries	  of	  the	  very	  practices	  themselves	  from	  within	  
their	  own	  texts-­‐in-­‐the-­‐making.’	  	  
According	  to	  Haseman	  (2007),	  ‘practice-­‐led	  researchers	  construct	  experimental	  starting	  points	  
from	  which	  practice	  follows.’	  This	  approach	  of	  taking	  an	  ‘experimental	  starting	  point’	  is	  a	  useful	  
way	  to	  articulate	  the	  commencement	  of	  my	  own	  practice	  and	  how	  it	  became	  a	  research	  concern:	  
1. Experimental	  starting	  point:	  I	  began	  this	  study	  with	  an	  assumption	  that	  a	  mobile	  game	  
could	  be	  designed	  to	  help	  familiarise	  people	  with	  a	  new	  space	  in	  an	  entertaining	  way.	  
The	  first	  game	  prototype	  was	  an	  experiment	  carried	  out	  in	  the	  Creative	  Industries	  
Precinct,	  Queensland	  University	  of	  Technology	  Campus	  in	  2004	  and	  was	  designed	  to	  be	  a	  
playful	  way	  for	  students	  to	  become	  oriented	  with	  a	  new	  campus.	  However,	  the	  three-­‐day	  
game	  trial	  revealed	  that	  the	  game	  had	  a	  much	  larger	  potential	  beyond	  the	  affordances	  of	  
mobile	  technology	  and	  playful	  interaction.	  I	  found	  that	  integrating	  a	  game	  in	  institutional	  
spaces	  had	  the	  potential	  to	  be	  viewed	  as	  a	  significant	  intervention	  in	  the	  established	  
codes	  and	  conventions	  that	  influence	  the	  ways	  in	  which	  people	  perceive	  and	  behave	  in	  a	  
place.	  Further,	  by	  challenging	  the	  conventions	  of	  authority,	  through	  gameplay,	  I	  could	  
promote	  deeper	  feelings	  of	  familiarity	  (membership)	  as	  the	  players	  participate	  in	  
alternative	  creative	  and	  social	  activities	  that	  appropriate	  all	  kinds	  of	  technologies.	  	  
2. My	  specific	  practice:	  Consequently,	  I	  began	  this	  project	  by	  designing	  a	  repertoire	  of	  
experimental	  works.	  These	  works	  became	  the	  first	  versions	  of	  the	  SCOOT	  carnival	  games,	  
that	  combined	  elements	  of	  both	  the	  SCOOT	  virtual	  world	  (fantasy)	  and	  the	  physical	  one	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(historic).	  These	  works	  were	  developed	  over	  time	  and	  were	  eventually	  installed	  along	  a	  
game	  path	  that	  facilitated	  player	  interaction	  and	  progress	  during	  a	  SCOOT	  LBG	  event.	  
Most	  of	  the	  works	  in	  the	  SCOOT	  repertoire	  were	  designed	  to	  disrupt	  and	  challenge	  the	  
existing	  codes	  and	  conventions	  of	  the	  museum	  spaces	  to	  promote	  more	  playful,	  social	  
and	  creative	  interactions.	  This	  raised	  a	  range	  of	  research	  concerns	  about	  how	  to	  achieve	  
such	  a	  design	  intervention.	  It	  became	  apparent	  that	  I	  was	  now	  engaging	  in	  a	  number	  of	  
overlapping	  issues	  relating	  to	  game	  design	  and	  the	  contingencies	  of	  institutionalised	  
spaces.	  This	  also	  became	  an	  opportunity	  to	  develop	  a	  specific	  design	  process,	  models	  and	  
tools	  for	  players	  to	  become	  co-­‐designers	  of	  these	  interventions	  that	  informed	  my	  
practice	  and	  could	  be	  articulated	  to	  inform	  the	  practice	  of	  other	  LBG	  designers.	  As	  
Crampton-­‐Smith	  (2008)	  affirmed,	  ‘every	  new	  design	  adds	  to	  the	  personal	  repertoire	  of	  
the	  designer	  and	  to	  the	  general	  repertoire	  of	  the	  design	  community’	  and	  that	  ‘design	  
culture	  progresses	  through	  exemplars’.	  
Once	  the	  practice-­‐led	  research	  begins,	  Haseman	  (2007)	  suggests	  that	  the	  ‘strategies’	  employed	  
should	  include:	  ‘the	  reflective	  practitioner	  (embracing	  reflection-­‐inaction	  and	  reflection-­‐on-­‐
action);	  participant	  research;	  participatory	  research;	  collaborative	  inquiry,	  and	  action	  research’.	  
Correspondingly,	  the	  action	  research	  (AR)	  approach	  is	  also	  pertinent	  to	  this	  practice,	  and	  has	  
been	  adopted	  as	  a	  key	  research	  and	  design	  strategy	  that	  fits	  in	  with	  the	  development	  ebb	  and	  
flow	  of	  the	  practice	  itself	  across	  eight	  staged	  events	  over	  a	  number	  of	  years.	  This	  practice	  
employs	  an	  intensely	  iterative	  process,	  based	  on	  the	  Kemmis	  and	  McTaggart	  (1998)	  model	  that	  
directs	  researchers	  to	  ‘Plan,	  Act,	  Observe,	  Reflect’	  repeatedly	  through	  iterative	  cycles,	  so	  that	  	  
‘the	  knowledge	  obtained	  can	  be	  immediately	  applied…	  linking	  theory	  and	  practice’.	  This	  study	  
adopts	  and	  expands	  on	  the	  ‘strategies’	  as	  suggested	  by	  Haseman	  (2007),	  as	  will	  be	  made	  clear	  
throughout	  this	  exegesis,	  in	  particular,	  in	  Section	  5.	  
3.1.1 Limits of Practice-Led Research 
I	  empathise	  with	  Mafe	  (2009)	  who	  illustrates	  the	  problems	  encountered	  when	  adopting	  the	  
practice-­‐led	  research	  (PLR)	  model	  by	  stating:	  	  
I	  wish	  to	  establish	  that	  the	  research	  strategy	  is	  far	  more	  dynamic,	  fluid	  and	  
epistemologically	  uncertain	  than	  previous	  descriptions	  indicate.	  It	  is	  my	  contention	  
that	  practice-­‐led	  research	  outlines	  often	  misrepresent	  what	  is	  being	  done	  because	  
they	  underestimate	  the	  significance	  of	  epistemological	  uncertainty…	  The	  way	  such	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research	  proceeds	  and	  how	  it	  is	  framed	  is	  to	  a	  large	  extent	  determined	  by	  what	  is	  to	  
be	  investigated	  (Mafe,	  2009,	  22).	  
This	  viewpoint	  is	  echoed	  by	  Nimkulrat	  (2007),	  who	  expresses	  frustration	  with	  PLR	  by	  claiming	  
that	  
The	  issue	  of	  methodology	  in	  art	  and	  design	  research,	  especially	  in	  practice-­‐led	  
research,	  has	  been	  a	  topic	  of	  scholarly	  debate	  …	  still,	  there	  is	  no	  standard	  package	  of	  
methods	  for	  a	  novice	  researcher	  to	  follow	  (Nimkulrat,	  2007,	  para.	  9).	  
I	  agree	  that	  the	  tenets	  of	  PLR	  present	  limitations	  as	  a	  guide	  for	  creative	  practice	  research.	  The	  
‘strategies’	  offered	  are	  valuable	  as	  a	  broad	  definition,	  but	  are	  often	  too	  vague	  to	  actually	  guide	  a	  
design	  process,	  methodologically,	  from	  conception	  through	  to	  delivery.	  In	  order	  to	  ‘Plan,	  Act,	  
Observe,	  Reflect’	  throughout	  a	  design	  process,	  a	  strategy	  needs	  to	  be	  more	  specific	  and	  
applicable.	  Kjeldskov	  and	  Paay	  (2012)	  discern	  that	  ‘typically,	  the	  desired	  outcome	  of	  an	  applied	  
research	  process	  is	  known	  while	  means	  of	  accomplishing	  it	  is	  not’,	  instead	  it	  tends	  to	  build	  on	  
‘trial	  and	  error	  on	  the	  basis	  of	  reasoning	  through	  intuition,	  experience,	  deduction	  and	  induction.’	  
Subsequently,	  a	  practice-­‐led	  research	  strategy,	  as	  evidenced	  by	  this	  study,	  is	  a	  result	  of	  a	  
reflective	  practice,	  considered,	  articulated	  and	  refined	  along	  with	  the	  project	  in	  design	  and	  under	  
scrutiny.	  For	  this	  reason,	  this	  exegesis	  necessitated	  a	  commitment	  to	  articulating	  a	  detailed	  
account	  of	  the	  actual	  strategies	  tried	  and	  refined	  as	  a	  contribution	  of	  this	  study	  to	  the	  broader	  
design	  community.	  	  
Early	  in	  this	  study,	  I	  turned	  my	  attention	  to	  literature	  on	  the	  design-­‐based	  research	  (DBR)	  
methods	  in	  an	  attempt	  to	  hone	  my	  practice-­‐led	  research	  approach.	  The	  next	  section	  discusses	  
how	  recently	  documented	  strategies	  of	  DBR	  provide	  a	  more	  authentic,	  and	  applicable,	  
description	  of	  the	  actual	  strategies	  adopted	  for	  this	  practice.	  Then,	  in	  Section	  5,	  I	  present	  an	  
adaptation	  of	  the	  DBR	  approaches	  as	  a	  summative	  account	  of	  the	  strategies	  produced	  through	  
this	  practice.	  
3.2 Strengthening Practice with Design-Based Research 
Methods 
This	  project	  is	  also	  informed	  by	  current	  design-­‐based	  research	  (DBR)	  approaches.	  DBR	  is	  a	  
relatively	  new	  methodology	  having	  originated	  from	  within	  the	  discipline	  of	  Education.	  A	  
definition	  proposed	  by	  Wang	  and	  Hannafin	  (2005)	  captures	  the	  critical	  characteristics	  of	  DBR	  as:	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  …a	  systematic	  but	  flexible	  methodology	  aimed	  to	  improve	  educational	  practices	  
through	  iterative	  analysis,	  design,	  development,	  and	  implementation,	  based	  on	  
collaboration	  among	  researchers	  and	  practitioners	  in	  real-­‐world	  settings,	  and	  leading	  
to	  contextually-­‐sensitive	  design	  principles	  and	  theories	  (Wang	  &	  Hannafin,	  2005,	  7).	  	  
3.2.1 Characteristics of a DBR Project 
According	  to	  Barab	  and	  Squires	  (2004),	  DBR	  is	  concerned	  with	  methods	  that	  are	  typically	  
‘interventionist	  (involving	  some	  sort	  of	  design),	  take	  place	  in	  naturalistic	  contexts,	  and	  are	  
iterative’.	  DBR	  researchers	  are	  charged	  with	  the	  sometimes	  opposing	  tasks	  of	  ‘understanding	  the	  
messiness	  of	  real-­‐world	  practice’	  in	  specific	  contexts	  as	  well	  as	  formulating	  a	  ‘particular	  set	  of	  
theoretical	  constructs	  that	  transcends	  the	  environmental	  particulars	  of	  the	  contexts	  in	  which	  
they	  are	  generated,	  selected,	  or	  refined’	  (Barab	  &	  Squires,	  2004,	  5).	  
3.2.2 Theories Generated by DBR Projects 
Design	  experiments	  that	  come	  under	  the	  rubric	  of	  DBR	  potentially	  produce	  and	  contribute	  to	  
both	  theoretical	  developments	  and	  practical	  interventions	  as	  specific	  outcomes.	  For	  instance,	  
Edelson	  (2002)	  proposed	  three	  kinds	  of	  theories	  that	  can	  be	  generated	  from	  DBR	  design	  
experiments,	  summarised	  below:	  
− Domain	  theories:	  that	  describe	  learning	  situations	  involving	  participants,	  environments	  
and	  their	  interactions;	  theories	  about	  context	  and	  outcomes	  are	  some	  of	  the	  theories	  
that	  design	  research	  potentially	  generates.	  
− A	  design	  framework:	  is	  a	  ‘design	  solution’	  that	  provides	  a	  set	  of	  design	  guidelines.	  
− Design	  methodologies:	  are	  prescriptive	  in	  nature,	  serving	  as	  guidelines	  for	  how	  to	  
implement	  a	  set	  of	  designs,	  what	  kind	  of	  expertise	  is	  required	  and	  who	  should	  provide	  
the	  expertise.	  As	  a	  result	  of	  the	  iterative	  design	  process,	  researchers	  also	  continuously	  
refine	  design	  interventions	  to	  make	  them	  more	  applicable	  to	  practice.	  These	  
interventions	  are	  more	  usable	  and	  applicable	  because	  they	  are	  developed	  and	  enacted	  
based	  on	  theories	  that	  are	  elaborated	  and	  revised	  during	  the	  design	  process.	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3.2.3 Maximising Knowledge Transfer Through DBR 
Before	  the	  design	  and	  development	  process	  can	  begin	  in	  earnest,	  a	  great	  deal	  needs	  to	  be	  
understood	  about	  the	  context	  (naturalistic	  setting)	  of	  a	  location-­‐based	  game.	  	  The	  SCOOT	  
research	  strategy,	  developed	  through	  action	  research,	  demonstrates	  that	  there	  are	  not	  only	  a	  
number	  of	  place-­‐based	  dimensions	  for	  analysis,	  but	  also	  a	  number	  of	  participants	  to	  account	  for	  
in	  the	  design.	  In	  order	  to	  achieve	  the	  project	  objectives,	  a	  number	  of	  key	  stakeholders	  were	  
involved	  in	  both	  the	  analysis	  and	  the	  evaluation	  of	  ongoing	  developments	  in	  the	  design	  process.	  
As	  the	  creator	  of	  an	  LBG	  event	  it	  is	  no	  small	  challenge	  to	  be	  able	  to	  interpret,	  articulate,	  reconcile	  
and	  synthesise	  the	  issues	  raised	  by	  all	  the	  available	  data,	  including	  the	  ongoing	  analysis,	  
observations	  and	  expert	  advice	  of	  the	  key	  stakeholders.	  
Intervening	  in	  a	  location	  through	  playful	  interactions	  is	  a	  complex	  problem	  with	  complex	  
solutions	  and	  recommendations.	  As	  Tomlinson	  (2010)	  suggests,	  design	  ‘involves	  collaboration	  
across	  numerous	  intellectual	  disciplines’	  through	  harvesting	  technological	  innovations	  from	  
various	  combinations	  of	  computer	  science,	  engineering,	  media	  and	  design	  fields	  and	  
incorporating	  ‘broad	  motivations	  and	  goals’	  of	  several	  stakeholders.	  
As	  a	  result	  of	  earlier	  design	  iterations	  of	  SCOOT,	  ‘The	  10%	  Rule’	  was	  first	  realised.	  ‘The	  10%	  Rule’	  
refers	  to	  ‘the	  likelihood	  that	  any	  player	  of	  a	  learning	  game	  learns	  only	  10%	  of	  the	  collective	  
knowledge	  required	  to	  make	  the	  game’	  (Polson	  &	  Morgan	  2010).	  Although	  this	  is	  an	  estimation	  
only,	  it	  serves	  to	  illustrate	  that,	  in	  general,	  only	  10%	  of	  what	  is	  learnt	  during	  the	  design	  process	  is,	  
ultimately,	  transferred	  to	  the	  end	  user.	  The	  10%	  Rule	  reveals	  two	  key	  points.	  Firstly,	  it	  illustrates	  
that	  the	  practice	  of	  interaction	  design	  involves	  a	  great	  deal	  of	  learning	  beyond	  that	  which	  is	  
represented	  in	  the	  final	  game	  interfaces.	  Secondly,	  it	  emphasises	  the	  important	  role	  of	  critical	  
analysis,	  synthesis	  and	  refinement	  of	  the	  multiple	  elements	  and	  contingencies	  of	  the	  design	  
process.	  
Having	  realised	  this,	  I	  was	  determined	  to	  increase	  the	  percentage	  of	  knowledge	  transferred	  to	  
the	  end	  user	  through	  a	  series	  of	  integrated	  forensic	  location	  analysis,	  stakeholder	  consultation	  
and	  iterative	  interface	  design.	  To	  begin	  with,	  I	  decided	  to	  find	  a	  single	  key	  story	  and	  present	  it	  in	  
a	  concise	  and	  playful	  manner	  rather	  than	  attempting	  to	  articulate	  the	  entire	  complexity	  of	  the	  
location.	  This	  way,	  design	  madness	  lies,	  especially	  when	  there	  are	  no	  real	  boundaries	  to	  the	  
causes	  and	  contingencies	  of	  human	  interactions	  in	  place.	  To	  intervene	  in	  even	  the	  smallest	  
aspect	  of	  real	  world	  contexts,	  events	  and	  relationships	  requires	  extensive	  analysis	  and	  




To	  reconcile	  the	  many	  potential	  complexities	  and	  motivations	  involved	  in	  the	  successful	  delivery	  
of	  an	  LBG,	  I	  have	  adopted	  an	  interaction	  design	  approach.	  Interaction	  designers	  act	  as	  
coordinators	  and	  translators	  of	  multiple	  disciplines,	  with	  the	  principal	  determination	  to	  
synthesize	  these	  multiple	  perspectives	  on	  behalf	  of	  the	  project’s	  main	  message	  and	  for	  the	  
benefit	  of	  end	  user	  satisfaction.	  	  
The	  next	  section	  details	  how	  an	  analysis	  of	  related	  design	  fields	  has	  contributed	  to	  the	  formation	  
of	  these	  outcomes,	  specifically	  to	  the	  development	  of	  the	  interaction	  and	  interface	  design	  rules,	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4 INTRODUCING LOCATION-BASED GAMES.  
Three	  design	  fields	  are	  recognised	  as	  the	  key	  areas	  involved	  in	  this	  practice,	  namely,	  location	  
based	  game	  (LBG)	  design,	  Interaction	  Design,	  and	  Interface	  Design.	  The	  following	  section	  
introduces	  key	  concepts	  and	  theories	  associated	  with	  these	  three	  fields,	  and	  presents	  the	  
contributions	  this	  study	  makes	  to	  these	  fields	  by	  way	  of	  refined	  definitions,	  qualified	  design	  rules	  
and	  strategies	  and	  conclusive	  design	  artefact	  categories.	  
This	  section	  concludes	  with	  a	  summary	  of	  how	  the	  designed	  interfaces	  are	  resolved	  as	  artefacts	  
for	  intervention	  in	  place.	  This	  categorical	  description	  of	  the	  SCOOT	  interfaces	  contributes	  to	  how	  
designers	  can	  approach,	  develop	  and	  evaluate	  the	  effectiveness	  of	  their	  interface	  designs	  for	  use	  
in	  a	  LBG	  and	  other	  kinds	  of	  digital	  intervention	  in	  physical	  sites.	  
4.1 LBG Design Fundamentals and Current Limitations 
A	  recent	  rash	  of	  LBGs	  across	  city	  spaces	  can	  be	  linked	  to	  the	  increase	  in	  everyday	  access	  to	  
creative	  web	  and	  mobile	  technologies.	  These	  games	  have	  been	  designed,	  for	  a	  variety	  of	  reasons,	  
by	  festivals,	  city	  councils,	  advertising	  companies,	  schools	  and	  charities	  using	  various	  mobile	  
technologies,	  such	  as	  GPS,	  SMS	  and	  Bluetooth.	  Regardless	  of	  the	  motivation	  and	  the	  technology,	  
they	  are	  all	  an	  intervention	  in	  the	  complex	  physical	  and	  cultural	  milieu	  of	  urban	  landscapes.	  
Although	  mobile	  media	  has	  mostly	  been	  framed	  as	  ‘anytime,	  anywhere,	  their	  more	  profound	  
impact	  may	  be	  in	  the	  experience	  of	  place’	  (Squire	  2009,	  70).	  Mobile	  media	  enables	  a	  multiplicity	  
and	  hybridity	  of	  place	  that	  causes	  opportunities	  and	  challenges	  to	  the	  design	  of	  layered	  place-­‐
based	  experiences,	  regardless	  of	  the	  initial	  architect’s	  intentions.	  
LBG	  design	  is	  an	  emerging	  field	  with	  origins	  in	  multiple	  disciplines	  ranging	  from	  computer	  science	  
to	  theatre.	  Most	  of	  the	  LBGs	  to	  date	  could	  be	  placed	  in	  two	  distinct	  categories	  of	  derivation:	  
‘techno-­‐centric’	  novel	  experiments	  with	  new	  technologies	  or	  ‘medium-­‐centric’	  as	  derivative	  
forms	  of	  an	  existing	  creative	  practice.	  This	  study	  asserts	  that	  there	  is	  a	  potential	  for	  LBGs	  to	  be	  
viewed	  as	  both	  a	  new	  form	  of	  technical	  exploitation	  and	  creative	  expression.	  However,	  more	  
importantly,	  this	  study	  contends	  that	  inherent	  to	  the	  format	  of	  an	  LBG	  is	  its	  potential	  to	  restore	  
human	  relationships	  to	  place.	  The	  technical	  and	  medium	  processes	  and	  tools	  merely	  serve	  the	  
broader	  purpose	  of	  restoring	  people’s	  latent	  capacity	  to	  access	  cultural,	  physical,	  temporal,	  
spatial	  and	  social	  interactions,	  and,	  furthermore,	  to	  imagine	  and	  enact	  new	  possible	  interactions	  
between	  each	  other	  and	  place.	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Limits of Existing Techno-centric and Medium-centric Descriptions 
Kiefer,	  Matyas	  and	  Schlieder	  (2006)	  offered	  a	  definition	  of	  an	  LBG	  as	  ‘a	  game	  which	  is	  supported	  
by	  localisation	  technology	  and	  which	  integrates	  the	  position	  of	  (one	  or	  several)	  players	  as	  main	  
game	  elements	  into	  its	  ‘rules’.	  The	  emphasis	  on	  technologies	  such	  as	  location-­‐awareness	  systems	  
(GPS),	  proximity	  technologies	  (Bluetooth,	  RFID)	  and	  portable	  computing	  (tablet	  PC	  and	  mobile	  
phones)	  is	  commonly	  discussed	  in	  the	  literature	  around	  the	  area	  of	  LBG	  design	  (Bedwell	  2009,	  
Jeffrey	  et	  al	  2006,	  Keifer	  et	  al	  2006,	  Girardin	  2005	  and	  Chang	  &	  Goodman	  2004).	  Since	  2004,	  an	  
increasingly	  available	  range	  of	  mobile	  devices	  have	  excited	  designers	  and	  researchers	  who	  
predict	  that	  LBGs	  will	  gain	  visibility	  and	  popularity	  because,	  as	  Jeffrey	  and	  his	  colleagues	  (2006)	  
state,	  they	  ‘provide	  a	  context	  to	  explore	  social	  interactions,	  the	  influence	  of	  location-­‐awareness,	  
and	  the	  effects	  of	  mobile	  technology	  in	  shaping	  collaborative	  strategies’.	  Each	  publication	  
reviewed	  reported	  on	  a	  number	  of	  example	  LBGs,	  all	  of	  which	  require	  the	  use	  of	  one,	  or	  multiple,	  
combinations	  of	  portable	  tablets	  –	  PDAs,	  GPS,	  WiFi,	  RFID	  devices	  and,	  more	  recently,	  QR	  Codes	  
and	  AR	  technologies.	  It	  is	  my	  argument	  that	  the	  preoccupation	  with	  ‘ubicomp’	  and	  the	  
expectation	  of	  	  ‘pervasive’	  mobile	  computing	  may	  be	  a	  little	  premature	  and	  techno-­‐centric.	  In	  
many	  of	  the	  examples	  of	  LBGs	  reviewed	  in	  the	  literature,	  each	  participant	  (player)	  is	  required	  to	  
use	  equipment	  supplied	  by	  the	  project	  teams,	  since	  the	  reality	  is	  that	  most	  people	  do	  not	  carry	  
around	  these	  technologies	  in	  their	  pockets	  at	  the	  time	  of	  playing	  the	  LBG	  under	  consideration.	  
However,	  makers	  of	  these	  types	  of	  LBG	  projects,	  such	  as	  Chang	  and	  Goodman	  (2004),	  still	  insist	  
that	  the	  games	  provide	  ‘everyday	  access’	  for	  ‘promoting	  self	  expression.’	  
Another	  way	  to	  approach	  the	  literature	  and	  possibly	  avoid	  the	  techno-­‐centricities	  is	  to	  examine	  
the	  disciplines	  involved	  with	  the	  creation	  or	  analysis	  of	  an	  LBG	  project.	  LBG	  design	  is	  a	  relatively	  
new	  field	  of	  design	  practice	  that	  draws	  much	  of	  its	  discipline	  knowledge	  and	  skill	  from	  multiple	  
pre-­‐existing	  and	  more	  established	  fields	  of	  creative	  practice,	  such	  as	  theatre	  (for	  instance,	  I	  Like	  
Frank	  in	  Adelaide	  by	  Blast	  Theory),	  computer	  science	  (for	  instance,	  BotFighters	  by	  Sven	  Hålling),	  
film	  and	  television	  (for	  instance,	  http://www.scorched.tv/	  by	  Channel	  7	  Australia)	  and	  Visual	  Arts	  
(for	  instance,	  Close	  Encounters	  by	  Ulke	  and	  Herbst).	  Each	  of	  these	  creative	  disciplines	  results	  in	  a	  
presentation	  of	  a	  familiar	  form	  of	  expression	  determined	  by	  the	  specific	  ‘tools	  of	  the	  trade’	  of	  
each	  discipline.	  Subsequently,	  I	  began	  to	  associate	  these	  projects	  as	  medium-­‐based	  examples,	  
still	  with	  a	  dependency	  on	  particular	  technologies	  and	  practices.	  However,	  this	  study	  draws	  on	  
multiple	  design	  practices,	  with	  a	  specific	  focus	  on	  contributing	  to	  the	  formulation	  of	  a	  practice	  
and	  methodology	  that	  emerges	  from	  the	  practice	  rather	  than	  from	  concentrating	  on	  extending	  




Consequently,	  I	  determined	  that	  the	  SCOOT	  LBG	  event	  should	  be	  designed	  to:	  
1. authentically	  provide	  ‘everyday	  access’	  for	  players	  to	  participate.	  This	  meant	  that	  to	  
initiate	  and	  participate	  in	  a	  SCOOT	  LBG	  event,	  players	  should	  be	  able	  to	  convert	  whatever	  
technology	  is	  already	  at	  hand.	  For	  this	  reason,	  the	  basic	  requirement	  for	  an	  individual	  or	  
group	  to	  play	  the	  SCOOT	  LBG	  was	  an	  SMS	  capable	  mobile	  device.	  
2. provide	  novel	  interactions	  in	  local	  sites	  by	  designing	  innovative	  works	  that	  can	  be	  
integrating	  into	  existing	  place-­‐based	  technologies	  or	  be	  installed	  on	  site	  as	  playful	  
interventions.	  These	  novel	  works	  are	  more	  complex	  works	  (see	  Section	  3/	  6.2)	  not	  
normally	  encountered	  on	  the	  site.	  It	  also	  meant	  that	  the	  SCOOT	  development	  team	  had	  
the	  opportunity	  to	  design	  works	  that	  were	  derived	  from	  the	  authentic	  setting,	  technically	  
experimental	  and	  integrating	  the	  carnival	  metaphor	  in	  varying	  degrees.	  
4.2 A Refined LBG Definition Offered by this Study 
Reflecting	  on	  the	  various	  iterations	  of	  SCOOT	  and	  the	  observations	  of	  participant	  interactions	  
during	  the	  events,	  I	  present	  the	  following	  definition	  of	  an	  LBG	  that	  is	  neither	  techno-­‐centric	  nor	  
medium-­‐centric.	  SCOOT	  is	  an	  LBG,	  as	  defined	  by	  the	  following	  attributes:	  
− An	  LBG	  is	  derived	  from	  place-­‐based	  knowledge	  (histories,	  legends,	  services,	  activities,	  
etc)	  in	  an	  effort	  to	  re-­‐present	  everyday	  locations	  as	  full	  of	  creative	  potential,	  
− An	  LBG	  appropriates	  inventories	  of	  place	  (artefacts,	  technologies,	  landmarks,	  etc)	  for	  
gameplay	  as	  a	  demonstration	  of	  public	  access	  and	  creative	  agency,	  and	  
− An	  LBG	  utilises	  personal	  tools	  (mobile	  devices,	  maps,	  pens	  and	  paper,	  etc).	  Player	  groups	  
can	  participate	  in	  SCOOT	  with	  the	  most	  basic	  of	  mobile	  technologies,	  being	  SMS,	  as	  a	  
simple	  way	  to	  creatively	  exploit	  a	  common	  everyday	  mobile	  technology.	  Players	  were	  
encouraged	  to	  take	  notes	  and	  contribute	  drawings	  and	  designs	  for	  display	  on	  location.	  
− An	  LBG	  encourages	  alternative	  interactions	  within	  familiar	  and	  unfamiliar	  places.	  
	  
It	  was	  of	  prime	  concern	  that	  this	  work	  offered	  access	  to	  an	  LBG	  experience	  without	  the	  
technological	  barriers	  to	  engage.	  In	  creating	  and	  developing	  this	  project,	  I	  viewed	  mobile	  
technologies	  as	  a	  way	  to	  connect	  everyday	  tools	  with	  everyday	  environments,	  paying	  particular	  
attention	  to	  the	  promotion	  of	  creative	  and	  social	  access	  to	  place	  and	  each	  other.	  As	  such,	  SCOOT	  
is	  an	  experiment	  in	  how	  we	  may	  utilise	  everyday	  places	  and	  tools	  to	  transform	  people’s	  
perceived	  access	  to	  cultural	  participation.	  	  This	  study	  outlines	  how	  aspects	  of	  gameplay	  may	  be	  
transferred	  to	  everyday	  places	  in	  order	  to	  evoke	  at	  once,	  playful	  and	  culturally	  meaningful	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experiences	  of	  place,	  regardless	  of	  the	  technology	  available.	  As	  McCrea	  (2006)	  observed	  during	  
the	  SCOOT	  Event	  in	  Melbourne,	  Australia,	  
…through	  play,	  it	  (SCOOT)	  encouraged	  players	  to	  embrace	  fragments	  of	  site	  history	  
and	  identity	  and	  to	  discover	  through	  the	  game	  paths	  the	  resources	  and	  offerings	  of	  
each	  of	  the	  participating	  organisations.	  Scoot	  took	  players	  to	  places	  that	  they	  may	  
not	  have	  found	  otherwise,	  using	  a	  ubiquitous	  form	  of	  technology	  to	  help	  foster	  a	  
sense	  of	  belonging	  and	  ownership	  of	  the	  venues	  (McCrea,	  2006,	  para.	  18).	  
In	  particular,	  this	  study	  highlights	  the	  role	  of	  LBGs	  in	  facilitating	  such	  significant	  experiences	  and	  
outcomes.	  Rather	  than	  focusing	  on	  web	  and	  mobile	  technologies	  in	  relation	  to	  the	  blurring	  of	  
public	  and	  private	  spheres,	  or	  as	  tools	  to	  facilitate	  the	  coordination	  of	  our	  work	  and	  social	  lives,	  
this	  study	  considers	  their	  capacity	  to	  act	  as	  tools	  for	  creative	  engagement,	  collaboration	  and	  
production.	  	  
4.3 An LBG Project Analysis Strategy 
To	  avoid	  designing	  an	  explicit	  derivative	  of	  previous	  works	  in	  specific	  mediums,	  as	  well	  as	  to	  
prevent	  a	  narrow	  techno-­‐centric	  approach,	  I	  determined	  to	  begin	  each	  SCOOT	  design	  iteration	  
with	  a	  forensic	  context	  analysis.	  	  This	  aspect	  of	  the	  action	  research	  plan	  was	  meant	  to	  maximise	  
the	  potential	  for	  achieving	  delivery	  of	  an	  event	  according	  to	  the	  LBG	  definitions	  resolved	  in	  the	  
previous	  section.	  This	  analysis	  strategy	  included	  existing	  contingencies	  and	  inter-­‐dependencies	  of	  
the	  social,	  cultural,	  technical,	  spatial,	  temporal	  and	  pedagogical	  dynamics	  of	  the	  locations.	  From	  
this	  analysis,	  design	  specifications	  can	  be	  formed	  that	  are	  derived	  equally	  from	  the	  location	  of	  a	  
SCOOT	  LBG	  intervention	  and	  the	  objectives	  of	  the	  SCOOT	  project.	  LBG	  design,	  as	  articulated	  in	  
this	  study,	  is	  the	  mediation	  of	  human	  experiences	  through	  artefacts	  in	  places	  that	  deliberately	  
encourage	  certain	  relationships.	  These	  artefacts	  are	  integral	  communication	  devices	  that	  act	  as	  
interfaces	  between	  places,	  people	  and	  ideas,	  and	  may	  be	  present	  in	  physical	  or	  virtual	  form	  and	  
installed	  or	  carried	  through	  places	  of	  human	  interaction.	  However,	  the	  social,	  spatial	  and	  cultural	  
contexts	  in	  and	  for	  which	  these	  interfaces	  are	  designed	  are	  complex	  spaces	  of	  existing	  and	  
historic	  concepts,	  infrastructures	  and	  networks.	  In	  effect,	  to	  create	  and	  install	  any	  new	  interface	  
is	  to	  intervene	  in	  established	  cultural	  codes	  and	  conventions.	  As	  such,	  I	  discovered	  that	  it	  is	  
imperative	  to	  understand	  the	  current	  dimensions	  of	  the	  place	  before	  any	  new	  interactions	  could	  
be	  facilitated	  through	  enacting	  a	  game	  on	  the	  site.	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4.3.1 The Dimensions of Space  
Once	  a	  location	  and	  funding	  had	  been	  secured	  for	  a	  SCOOT	  Event,	  I	  began	  the	  design	  process	  
with	  an	  analysis	  that	  informed	  the	  development	  of	  site	  specific	  content	  to	  be	  integrated	  into	  the	  
SCOOT	  narrative	  and	  game	  interfaces.	  This	  way	  I	  concentrated	  on	  developing	  SCOOT	  specific	  
design	  artefacts,	  as	  well	  as	  formulating	  methods	  for	  integrating	  local	  stories	  into	  the	  game	  
experience.	  The	  following	  reflection	  within	  action	  research	  cycle	  outlines	  a	  recommended	  
strategy	  for	  analysing	  the	  contingencies,	  opportunities	  and	  limitations	  of	  each	  LBG	  context,	  
formalised	  as	  the	  research	  project	  evolved	  across	  a	  number	  of	  iterations.	  	  
Each	  design	  iteration	  started	  with	  an	  initial	  site	  analysis	  of	  the	  area	  selected	  for	  the	  SCOOT	  LBG	  
event	  to	  be	  staged.	  The	  initial	  site	  analysis	  stage	  of	  a	  design	  iteration	  is	  a	  complex	  part	  of	  the	  
process,	  as	  any	  location	  for	  gameplay	  is	  made	  up	  of	  multiple	  dimensions.	  The	  game	  is	  intended	  to	  
extend	  existing	  relationships	  and	  create	  new	  kinds	  of	  interactions	  between	  people,	  places	  and	  
artefacts.	  As	  such,	  the	  following	  table	  of	  spatial	  dimensions	  is	  offered	  to	  identify	  key	  elements	  
and	  relationships	  that	  may	  assist	  in	  focusing	  the	  observations	  and	  processes	  necessary	  for	  the	  
design	  and	  facilitation	  of	  this	  particular	  developmental	  form	  of	  an	  LBG1.	  Throughout	  2006,	  this	  
system	  was	  developed	  and	  refined	  in	  consultation	  with	  two	  ethnographers,	  Barbara	  Adkins	  and	  
Eryn	  Grant,	  as	  they	  were	  invited	  to	  observe	  the	  SCOOT	  design	  activities	  and	  events	  in	  action.	  	  
Subsequently,	  this	  table	  of	  spatial	  dimensions	  has	  been	  applied	  to	  each	  SCOOT	  location	  since	  
2006.	  The	  following	  example	  takes	  the	  ‘museum’	  context	  of	  the	  2006	  SCOOT	  Event2	  and	  ‘the	  
family’	  as	  the	  participating	  group	  to	  demonstrate	  how	  this	  strategy	  was	  applied:	  











Who	  are	  the	  participants	  of	  the	  sites?	  
What	  cultures,	  practices	  and	  ideas	  do	  they	  share?	  
What	  relationships	  develop	  with	  each	  other	  and	  the	  
supporting	  faculty?	  
How	  do	  these	  relationships	  develop?	  
Pedagogical	   participants	  /	  artefacts	   How	  do	  participants	  interact	  with	  artefacts?	  	  In	  








participants	  /	  activities	  
particular,	  how	  the	  artefacts	  present	  concepts	  within	  










What	  kinds	  of	  expectations	  do	  the	  participants	  have	  
relating	  to	  the	  engagements	  with	  the	  site?	  How	  
might	  they	  want	  to	  use	  the	  site	  as	  a	  means	  of	  
engaging	  in	  creative	  activities?	  What	  historical	  









How	  do	  they	  currently	  relate	  to	  and	  move	  through	  
the	  site?	  
Can	  other	  sites	  be	  linked	  to	  the	  home	  or	  other	  local	  
sites?	  
How	  do	  they	  currently	  relate	  to	  the	  virtual	  space	  as	  a	  









What	  relationships	  do	  they	  currently	  and	  potentially	  
have	  with	  the	  technology	  and	  the	  interaction	  it	  can	  
provide?	  
What	  support	  do	  the	  visitors/players	  require?	  
What	  may	  impede	  access	  or	  use	  of	  the	  technologies?	  
What	  expectations	  do	  the	  site	  managers	  and	  








Rhythm	  of	  Stay	  
How	  long	  do	  visitors	  normally	  stay	  and	  why?	  Do	  they	  
return	  and	  why?	  
How	  do	  they	  fit	  the	  various	  locations	  into	  their	  daily	  
lives?	  
How	  much	  time	  do	  participants	  spend	  with	  the	  
interactive	  space,	  and	  why?	  	  
To	  effectively	  identify,	  interpret	  and	  design	  the	  key	  dimensions	  of	  any	  given	  location,	  it	  was	  
critical	  to	  plan	  ways	  to	  work	  closely	  with	  the	  local	  stakeholders,	  such	  as	  on-­‐site	  organisations,	  
area	  managers,	  council	  representatives	  and	  regular	  visitors.	  This	  site	  analysis	  data	  revealed	  that	  
all	  these	  stakeholders	  had	  valuable	  intelligence	  about	  the	  ways	  in	  which	  people	  currently	  interact	  
with	  the	  services,	  features	  and	  topologies	  of	  each	  SCOOT	  Event3	  sites.	  Likewise,	  the	  stakeholders	  
appreciated	  the	  broader	  relationships	  that	  the	  SCOOT	  project	  was	  interested	  in	  and	  we	  payed	  
particular	  attention	  to	  the	  relationships	  that	  could	  be	  improved	  through	  the	  gameplay	  






experience.	  For	  example,	  the	  initial	  analysis	  for	  the	  2006	  event	  in	  Melbourne	  revealed	  that	  a	  
SCOOT	  Event	  could	  demonstrate	  new	  ways	  for	  the	  six	  collaborating	  sites	  to	  exploit	  the	  new	  
cultural	  broadband	  network	  (CBN)	  that	  had	  been	  installed	  recently,	  but	  currently	  not	  widely	  
used.	  So	  I	  designed	  a	  number	  of	  networked	  game	  interfaces,	  such	  as	  the	  ‘Across	  Town’	  carnival	  
game	  (http://scootagency.com/works/tug/)	  that	  joined	  players	  in	  sites	  across	  the	  city	  using	  the	  
CBN.	  In	  the	  case	  of	  SCOOT	  2008	  at	  Victoria	  University,	  the	  stakeholders	  discussed	  issues	  they	  had	  
with	  first	  year	  attrition	  rates.	  After	  looking	  at	  some	  of	  the	  universities	  data,	  we	  realised	  that	  
many	  of	  the	  first	  year	  students	  had	  found	  it	  difficult	  to	  make	  important	  social	  connections,	  
leaving	  them	  feeling	  isolated.	  Students	  had	  also	  described	  their	  frustration	  at	  not	  knowing	  where	  
a	  number	  of	  very	  helpful	  services	  were	  until	  it	  was	  too	  late	  to	  properly	  take	  advantage	  of	  them.	  
Subsequently,	  in	  cahoots	  with	  the	  Dean	  of	  the	  Faculty,	  we	  planned	  to	  design	  gameplay	  
interactions	  that	  required	  the	  student	  players	  to	  collaborate,	  compete	  and	  negotiate	  in	  groups.	  
Since	  this	  proved	  to	  be	  very	  effective,	  the	  SCOOT	  project	  was	  invited	  back	  the	  following	  year	  in	  
orientation	  week.	  Video	  exerts	  of	  interviews	  with	  the	  Dean	  and	  student	  players	  can	  be	  viewed	  at	  
http://scootagency.com/events/2009-­‐vu/.	  The	  Dean,	  Katie	  Hughes,	  comments	  on	  how	  the	  
SCOOT	  team	  was	  ‘very	  sensitive	  to	  our	  needs’	  in	  particular	  ‘students	  making	  friends	  and	  knowing	  
their	  way	  around’.	  The	  student	  players	  energetically	  claimed	  they	  had	  met	  each	  other	  during	  the	  
game	  and	  importantly	  ‘now	  know	  where	  the	  bar	  is’	  as	  we	  ended	  the	  game	  missions	  at	  the	  
student	  bar	  with	  drink	  vouchers	  for	  all	  those	  that	  completed	  the	  SCOOT	  missions.	  
After	  observing	  the	  2006	  SCOOT	  Event	  in	  Melbourne,	  McCrea	  (2006)	  acknowledged	  the	  primary	  
potential	  for	  SCOOT	  was	  the	  explicit	  combination	  of	  social,	  spatial	  and	  technological	  interactions,	  
stating	  that	  ‘SCOOT	  took	  players	  to	  places	  that	  they	  may	  not	  have	  found	  otherwise,	  using	  a	  
ubiquitous	  form	  of	  technology	  to	  help	  foster	  a	  sense	  of	  belonging	  and	  ownership	  of	  the	  venues.’	  
It	  is	  also	  important	  to	  know,	  before	  committing	  to	  any	  design	  plans,	  what	  technical	  resources	  are	  
available	  on	  the	  various	  sites,	  in	  terms	  of	  networks,	  audio-­‐visual	  displays,	  computers,	  mobile	  
access	  and	  media	  formats4.	  This	  helps	  to	  realistically	  scope	  the	  project	  and	  detail	  the	  budget.	  
While	  some	  sites	  will	  be	  less	  technically	  advanced	  than	  others,	  this	  does	  not	  hinder	  the	  
experience.	  Templates	  for	  collecting	  and	  mapping	  the	  technical	  specifications	  were	  formulated	  to	  
assist	  in	  the	  preparation	  of	  media	  and	  systems	  designed	  to	  be	  installed	  on	  the	  site	  (some	  of	  the	  






paper-­‐based	  and	  digital	  templates	  can	  be	  viewed	  on	  the	  SCOOT	  Flickr	  site	  as	  part	  of	  the	  digital	  
exegesis	  http://www.flickr.com/photos/scootgame/sets/72157623280249592/).	  
During	  site	  analysis,	  much	  historical	  data	  is	  collected	  either	  from	  the	  organisations	  themselves	  or	  
from	  other	  research	  sources	  available	  online	  or	  in	  local	  libraries.	  Many	  opportunities	  for	  game	  
design	  can	  be	  found	  in	  local	  stories	  that	  are	  both	  historic	  and	  fantastic.	  These	  stories	  and	  local	  
legends	  are	  a	  vital	  addition	  to	  the	  overall	  event	  narrative	  and	  are	  often	  used	  as	  part	  of	  the	  game	  
content	  (characters,	  animations,	  games,	  installations).	  Many	  of	  the	  historic	  characters	  become	  
key	  storytellers	  in	  the	  game	  event,	  such	  as	  Sir	  BarryBell,	  a	  character	  based	  on	  the	  founder	  of	  the	  
State	  Library	  of	  Victoria,	  Sir	  Redman	  Barry	  (Section	  1/2.2.1	  and	  
http://scootagency.com/works/drumbell/),	  the	  Gas	  and	  Fuel	  character	  of	  Federation	  Square	  
(http://scootagency.com/works/gas_and_fuel/)	  and	  the	  infamous	  Ghost	  Soldier	  of	  Drill	  Hall	  (next	  
image	  and	  http://scootagency.com/works/ghost/)	  who,	  according	  to	  legend,	  died	  after	  falling	  
from	  a	  mounting	  block	  in	  1939	  and	  haunts	  the	  nearby	  buildings.	  The	  mounting	  block	  and	  Drill	  
Hall	  are	  still	  in	  place,	  renovated	  as	  part	  of	  the	  new	  the	  Creative	  Industries	  precinct	  in	  Brisbane,	  
the	  site	  of	  the	  very	  first	  SCOOT	  Event	  in	  2006.	  
	  
The	  Ghost	  Soldier	  of	  Drill	  Hall	  featuring	  in	  the	  2004	  version	  of	  the	  SCOOT	  Virtual	  World,	  the	  newly	  
restored	  historic	  site	  at	  the	  then	  new	  Creative	  Industries	  Precinct	  (Brisbane),	  the	  mounting	  block	  with	  
SCOOT	  clue	  markings	  and	  2004	  registered	  players	  (students	  of	  the	  Queensland	  University	  of	  Technology)	  
referred	  to	  as	  ‘S’Avatars’,	  meeting	  as	  they	  find	  and	  solve	  one	  of	  the	  SCOOT	  Mission	  clues	  relating	  to	  the	  
Ghost	  character.	  In	  the	  background	  of	  the	  top	  right	  image	  is	  the	  SCOOT	  Carnival	  Post	  Box	  where	  players	  
were	  regularly	  required	  to	  ‘post’	  messages	  to	  the	  SCOOT	  Headquarters	  as	  part	  of	  the	  game.	  It	  also	  
became	  an	  impromptu	  way	  for	  players	  to	  send	  feedback,	  thankyou	  notes	  and	  requests	  for	  repeat	  
events.	  
More	  details	  on	  how	  this	  analysis	  strategy	  is	  integrated	  into	  each	  of	  the	  stages	  of	  the	  design	  
development	  process	  are	  provided	  in	  Section	  5.	  Section	  5	  of	  this	  exegesis	  presents	  the	  design	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strategies	  derived,	  formulated	  and	  authenticated	  through	  the	  iterative	  stages	  of	  research	  and	  
development	  undertaken	  and	  documented.	  	  
However,	  before	  detailing	  the	  design	  methods	  and	  strategies,	  it	  is	  critical	  to	  first	  declare	  which	  
design	  traditions	  and	  communities	  this	  project	  adopts	  and	  contributes	  to	  as	  a	  design-­‐based	  
research	  (DBR)	  project.	  	  
Following,	  I	  present	  an	  argument	  for	  the	  selection	  of	  Interaction	  Design	  as	  the	  core	  DBR	  practice,	  
with	  Interface	  Design	  as	  the	  key	  DBR	  design	  activity	  and	  outcome.	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5 INTERACTION DESIGN 
The	  prominent	  interaction	  design	  theorist,	  Dourish	  (2001),	  states	  that	  ‘from	  the	  
phenomenological	  perspective,	  we	  encounter,	  interpret,	  and	  sustain	  meaning	  through	  our	  
embodied	  interactions	  with	  the	  world	  and	  with	  each	  other.’	  Heritage	  (as	  cited	  by	  Dourish,	  2001)	  
says	  that	  ‘the	  lebenswelt	  is	  a	  world	  of	  mundane	  events	  and	  institutions	  which	  the	  ordinary	  
members	  of	  society	  constitute	  and	  reconstitute	  without	  even	  being	  aware	  of	  the	  fact.’	  The	  
concept	  of	  the	  lebenswelt,	  German	  for	  'lifeworld',	  recognises	  that	  social	  coordination	  and	  
systemic	  regulation	  occur	  by	  means	  of	  shared	  practices,	  a	  kind	  of	  handed-­‐down	  social	  contract	  of	  
communicative	  interaction.	  This	  study	  approach	  recognises	  these	  phenomena	  and	  views	  itself	  as	  
a	  device	  for	  intervention	  in	  these	  institutional	  systems	  by	  simply	  offering	  an	  alternative	  shared	  
practice,	  a	  new	  social	  contract,	  and,	  hence,	  a	  reconsidered	  agreement	  of	  what	  is	  possible,	  given	  
the	  limits	  of	  interaction	  design.	  
Interaction	  design	  practice	  usually	  results	  in	  the	  design	  of	  an	  artefact	  that	  essentially	  aims	  to	  
motivate	  certain	  interactions	  between	  people,	  places	  and	  things.	  In	  order	  to	  facilitate	  such	  
interactions,	  a	  well-­‐considered	  interface	  is	  required	  to	  communicate	  the	  process,	  contingencies	  
and	  impacts	  of	  those	  interactions.	  
Accordingly,	  LBGs	  could	  be	  described	  as	  a	  specific	  kind	  of	  creative	  output	  of	  an	  interaction	  design	  
practice	  that	  employs	  multiple	  platforms,	  interfaces	  and	  systems	  to	  create	  experimental	  game-­‐
like	  experiences	  set	  in	  urban	  environments.	  An	  ongoing	  theme	  of	  this	  practice	  is	  an	  interest	  in	  
looking	  at	  alternative	  combinations	  of	  personal	  and	  public	  interfaces	  to	  seek	  out	  new	  possible	  
social	  interactions	  and	  artistic	  practices.	  	  This	  section	  establishes	  the	  design	  fields	  in	  which	  this	  
project	  situates	  itself,	  and	  how	  this	  study	  contributes	  to	  the	  refinement	  of	  design	  discipline	  
definitions,	  rules	  and	  strategies.	  	  
Although	  SCOOT	  is	  clearly	  an	  example	  of	  LBG	  design,	  it	  is	  less	  concerned	  with	  the	  technologies	  
normally	  associated	  with	  the	  new	  genre.	  For	  this	  reason,	  I	  approach	  the	  study	  and	  the	  design	  of	  
SCOOT	  from	  a	  broader	  design	  vantage	  as	  an	  interaction	  designer,	  focusing	  in	  the	  design	  of	  
innovative	  interfaces	  for	  public	  experimentation,	  interaction	  and	  reflection.	  	  For	  this	  study,	  the	  
final	  LBG	  events	  (SCOOT)	  are	  conceived,	  managed,	  developed	  and	  evaluated	  as	  an	  interaction	  
design	  exercise.	  The	  discipline	  of	  Interaction	  Design	  is	  an	  opportunity	  to	  concentrate	  on	  the	  
potential	  player	  interactions	  with	  each	  other	  through	  place,	  compelled	  by	  a	  shared	  narrative,	  
with	  less	  of	  a	  focus	  on	  the	  technological	  novelty	  or	  influence	  of	  any	  particular	  medium-­‐based	  
design	  approach.	  As	  Shedroff	  (1999)	  points	  out,	  interaction	  design	  has	  its	  origins	  in	  the	  ‘fields	  of	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script-­‐writing,	  storytelling,	  performance,	  and	  instructional	  design’.	  Shedroff	  (1999)	  further	  
concludes	  that	  ‘the	  difference	  that	  defines	  interactivity	  can	  include	  the	  amount	  of	  control	  the	  
audience	  has	  over	  the	  tools,	  pace,	  or	  content;	  the	  amount	  of	  choice	  this	  control	  offers;	  and	  the	  
ability	  to	  use	  the	  tool	  or	  content	  to	  be	  productive	  or	  to	  create.’	  	  
5.1 Current Limitations of Interaction Design Theory 
Much	  of	  the	  literature	  concerning	  interaction	  design	  could	  fall	  into	  one	  of	  two	  categorical	  
approaches.	  The	  first	  places	  the	  product	  at	  the	  centre	  and	  the	  second	  claims	  to	  place	  the	  human	  
user	  as	  the	  focus:	  
1. Product	  Centred:	  According	  to	  Cooper,	  Reimann	  and	  Cronin	  	  (2007),	  interface	  designers	  
need	  ‘a	  fundamental	  understanding	  of	  the	  interaction	  design	  principles	  and	  interface	  
idioms	  that	  shape	  the	  behaviour	  of	  the	  product’	  and	  that	  interface	  design	  has	  ‘great	  
power	  to	  influence	  the	  effectiveness	  and	  appeal	  of	  a	  product’	  and	  therefore	  ‘should	  be	  
thought	  of	  as	  an	  essential	  tool	  for	  satisfying	  user	  and	  business	  needs.’	  This	  approach	  
seems	  to	  have	  its	  origins	  in	  graphic	  design	  as	  a	  communication	  and	  promotion	  device.	  
2. Human	  Focused:	  On	  the	  other	  
hand,	  Galitz	  (2007)	  states	  that	  ‘an	  
interface	  must	  really	  be	  an	  extension	  of	  
a	  person.	  This	  means	  that	  the	  system	  
and	  its	  software	  must	  reflect	  a	  person’s	  
capabilities	  and	  respond	  to	  his	  or	  her	  
specific	  needs.’	  
Nielsen	  (1993)	  had	  previously	  located	  
‘usability’	  as	  the	  core	  concern	  of	  any	  interaction	  design	  project,	  declaring	  that	  an	  interactive	  
system	  is	  deemed	  ‘acceptable’	  or	  not	  according	  to	  how	  well	  it	  responds	  to	  his	  ‘usability’	  criteria,	  
as	  defined	  by	  a	  list	  of	  usability	  definitions	  (see	  diagram	  insert	  modelling	  Nielsen’s	  ‘attributes	  of	  
system	  acceptability’).	  	  Accordingly,	  usefulness	  can	  be	  broken	  down	  into	  the	  two	  categories	  of	  
utility	  and	  usability,	  ‘where	  utility	  is	  the	  question	  of	  whether	  the	  functionality	  of	  the	  system	  in	  
principle	  can	  do	  what	  is	  needed,	  and	  usability	  is	  the	  question	  of	  how	  well	  users	  can	  use	  that	  
functionality’	  (Nielsen,	  1993,	  25).	  	  
Much	  of	  the	  literature,	  especially	  from	  the	  authors	  quoted	  in	  this	  section,	  offers	  a	  ‘compilation’	  
of	  principles	  and	  ‘attributes’	  of	  interaction	  design	  by	  positing	  a	  list	  of	  vague	  terms,	  such	  as	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‘forgiveness’,	  ‘reliability’,	  usefulness’	  and	  ‘aesthetically	  pleasing’,	  as	  well	  as	  ‘directness’	  and	  
‘flexibility’.	  These	  terms	  can	  be	  useful	  to	  discuss	  the	  effectiveness	  of	  an	  interactive	  system	  and	  
the	  associated	  user	  interfaces	  once	  a	  design	  is	  completed.	  However,	  they	  are	  not	  particularly	  
helpful	  when	  initiating	  a	  design	  process	  or	  trying	  to	  determine	  the	  design	  specifications.	  
Conceiving,	  developing	  and	  coordinating	  interactive	  media,	  interfaces	  and	  systems	  should	  
preferably	  be	  guided	  by	  the	  interaction	  needs	  of	  the	  entire	  project	  on	  behalf	  of	  the	  intended	  
user.	  Specifically,	  this	  concerns	  how	  the	  particular	  design	  systems	  promote	  specific	  kinds	  of	  
interactions	  based	  on	  the	  values	  of	  the	  project;	  in	  the	  case	  of	  this	  study,	  to	  promote	  new	  
behaviours	  in	  institutional	  spaces.	  To	  do	  so,	  the	  initial	  values,	  concepts	  and	  content	  should,	  
ideally,	  be	  determined	  in	  concert	  with	  the	  intended	  interactions	  between	  the	  system	  and	  the	  
users	  of	  the	  system.	  
5.2 The Interaction Design Rules Offered by this Study 
While	  it	  is	  important	  to	  concentrate	  on	  designing	  effective	  media	  for	  interaction,	  it	  is	  even	  more	  
pressing	  to	  coordinate	  and	  present	  the	  media	  in	  ways	  that	  promote	  the	  intended	  experience	  for	  
the	  participant.	  As	  Shedroff	  (1999)	  has	  observed,	  ‘all	  sensorial	  details	  must	  coordinate	  not	  only	  
with	  each	  other,	  but	  with	  the	  goals	  and	  messages	  of	  the	  project.	  	  A	  more	  integrated	  and	  careful	  
synthesis	  of	  these	  processes	  will	  result	  in	  a	  more	  compelling,	  engaging	  and	  appropriate	  
experience’.	  Although	  Shedroff	  acknowledges	  the	  role	  of	  an	  interaction	  designer	  as	  a	  translator,	  
coordinator,	  integrator	  of	  multiple	  processes	  and	  systems,	  he	  does	  not	  suggest	  how	  to	  synthesise	  
these	  processes	  or	  how	  to	  build	  a	  design	  approach	  that	  takes	  into	  account	  the	  specifics	  of	  the	  
projects	  contingencies.	  	  Therefore,	  as	  a	  result	  of	  this	  study,	  I	  offer	  the	  following	  LBG	  Interaction	  
Design	  Rules	  for	  consideration.	  These	  rules	  represent	  an	  adaptation	  of	  the	  often	  implicit	  
‘technological	  rules’	  used	  by	  design	  scientists	  and	  engineers	  that	  Jarvinen	  (2007)	  described	  as	  ‘a	  
chunk	  of	  general	  knowledge,	  linking	  an	  intervention	  or	  artefact	  with	  a	  desired	  outcome	  or	  
performance	  in	  a	  certain	  field	  of	  application’.	  The	  following	  LBG	  Interaction	  Design	  Rules,	  
formulated	  and	  refined	  by	  this	  study	  and	  made	  explicit	  here,	  are	  fundamental	  to	  the	  successful	  
development	  of	  an	  LBG	  system:	  	  
1. Consider	  how	  the	  game	  concepts	  and	  content	  should	  be	  represented:	  Primarily,	  this	  
refers	  to	  the	  way	  game	  concepts	  and	  content	  are	  selected,	  developed	  and	  displayed,	  
with	  particular	  attention	  to	  the	  aesthetic	  qualities,	  compositional	  elements	  and	  
significance	  of	  the	  content,	  given	  the	  ways	  that	  the	  modes	  and	  media	  frame	  how	  the	  
concept	  and	  content	  is	  expressed	  and	  understood.	  This	  particularly	  refers	  to	  the	  audio	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and	  visual	  specifications,	  with	  attention	  to	  how	  these	  guide	  and	  influence	  the	  
participant/player’s	  reception	  and	  response	  to	  the	  narrative,	  actions,	  behaviours	  and	  
situations	  of	  the	  interactive	  LBG	  project.	  
2. Select	  the	  most	  appropriate	  communication	  devices	  for	  the	  reception	  of	  the	  game	  
content:	  This	  area	  refers	  to	  the	  tools	  (such	  as	  mobile	  devices)	  and	  modalities	  (such	  as	  
SMS)	  enabling	  the	  communication	  and	  reception	  of	  the	  game	  content.	  This	  takes	  into	  
account	  the	  technical	  and	  semantic	  processes	  and	  systems	  employed	  to	  deliver	  and	  
communicate	  content.	  Decisions	  about	  which	  devices/formats/services	  to	  use	  to	  deliver	  
content	  are	  made	  far	  too	  lightly,	  and	  are	  normally	  based	  on	  availability,	  cost,	  novelty	  and	  
popularity.	  Expert	  knowledge	  is	  required	  to	  assist	  in	  identifying	  and	  evaluating	  tools	  and	  
the	  possible	  levels	  of	  interference	  (technical,	  cultural,	  social)	  affecting	  the	  quantity	  and	  
quality	  of	  data	  that	  is	  transmitted.	  	  
3. Develop	  a	  systematic	  logic	  design	  to	  connect	  all	  of	  the	  components	  to	  the	  intended	  user	  
experience:	  This	  mostly	  refers	  to	  the	  underlying	  system	  design,	  logic	  and	  rules	  that	  
determine	  the	  parameters	  of	  interaction	  and	  user	  profiling.	  This	  is	  especially	  essential	  for	  
any	  LBG	  simulation	  environments	  (such	  as	  the	  SCOOT	  Multiplayer	  Interface	  
http://scootagency.com/works/world/)	  that	  need	  to	  articulate	  complex	  models	  of	  world	  
relationships	  as	  simple	  interactive	  experiences.	  
4. Define	  appropriate	  feedback	  models	  that	  influence	  player	  control	  and	  agency	  over	  the	  
experience:	  This	  area	  refers	  to	  explicit	  levels	  of	  control,	  feedback	  and,	  most	  importantly,	  
the	  agency	  of	  the	  experience	  that	  determines	  ‘when	  [and	  how]	  the	  things	  we	  do	  bring	  
tangible	  results...	  the	  satisfying	  power	  to	  take	  meaningful	  action	  and	  see	  the	  results	  of	  
our	  decisions	  and	  choices’	  	  (Murray	  1997,	  126).	  There	  are	  many	  modes	  that	  can	  be	  
employed	  to	  provide	  essential	  player/game	  feedback,	  including	  algorithmic,	  visual,	  sonic,	  
textual	  modes.	  These	  feedback	  mechanisms	  assist	  the	  player	  in	  determining	  the	  scope	  of	  
the	  game	  (the	  length	  of	  the	  experience	  and	  the	  work/tasks	  required	  to	  be	  successful)	  as	  
well	  as	  their	  current	  status	  in	  the	  game	  and,	  consequently,	  how	  to	  make	  decisions	  that	  
help	  them	  progress.	  	  
5. Make	  explicit	  the	  intended	  player	  in-­‐game	  identity	  and	  relationships:	  This	  refers	  to	  the	  
complex,	  contextual	  inter-­‐relationships	  between	  the	  game	  interfaces,	  stakeholders,	  
players,	  and	  the	  world	  in	  which	  the	  game	  is	  situated.	  In	  order	  to	  participate	  successfully,	  
a	  player	  needs	  to	  understand	  both	  their	  role	  and	  motivation	  as	  a	  player	  and	  the	  role	  of	  
other	  players	  in	  the	  achievement	  of	  game	  goals.	  I	  am	  also	  referring	  to	  the	  broader	  
contexts	  of	  the	  potential	  ‘users’,	  in	  order	  to	  evaluate	  their	  impacts	  beyond	  the	  simplistic	  
and	  immediate	  relationship	  the	  user	  may	  have	  with	  the	  game.	  The	  context	  (immediate	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and	  historic)	  of	  the	  player	  and	  the	  game	  is	  part	  of	  a	  complex	  network	  of	  social,	  spatial,	  
cultural,	  historical	  and	  social	  factors,	  and	  these	  need	  to	  be	  researched	  and	  clearly	  
articulated	  through	  the	  various	  interfaces	  of	  the	  game.	  
The	  next	  chapter	  presents,	  in	  more	  detail,	  how	  these	  digital	  artefacts	  are	  designed	  as	  
interventional	  ‘interfaces’	  that	  perform	  as	  facilitators	  of	  such	  transformative	  interactions	  
between	  people	  and	  places.	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6 INTERFACE DESIGN 
Gillian	  Crampton-­‐Smith	  (2007)	  stated	  that	  ‘if	  I	  were	  to	  sum	  up	  interaction	  design	  in	  a	  sentence,	  I	  
would	  say	  that	  it’s	  about	  shaping	  our	  everyday	  life	  through	  digital	  artefacts	  –	  for	  work,	  for	  play,	  
and	  for	  entertainment’.	  This	  is	  a	  definition	  I	  relate	  to	  most	  closely	  in	  my	  own	  design	  research.	  	  
Consistent	  with	  this	  viewpoint,	  this	  exegesis	  therefore	  offers	  a	  contribution	  to	  knowledge	  in	  this	  
field,	  both	  through	  formulating	  the	  rules	  discussed	  previously	  and	  through	  fine-­‐grained	  reporting	  
on	  particular	  iterative	  instances	  of	  how	  digital	  artefacts	  have	  been	  designed	  to	  reshape	  our	  
everyday	  interactions	  in	  familiar	  city	  locations.	  	  
In	  the	  case	  of	  SCOOT	  all	  interactions	  between	  place	  and	  people	  are	  mediated,	  supported	  and	  
sustained	  by	  a	  series	  of	  game	  interfaces.	  Significantly,	  SCOOT	  is	  less	  concerned	  with	  the	  technical	  
aspects	  of	  interaction	  design	  such	  as	  usability	  and	  functionality	  and	  more	  with	  the	  affordances	  of	  
interfaces	  for	  public	  interaction	  with	  the	  social	  and	  technical	  systems	  of	  place.	  Now	  that	  a	  broad	  
approach	  to	  interaction	  design	  has	  been	  established	  in	  terms	  of	  a	  series	  of	  rules,	  it	  is	  necessary	  to	  
understand	  how	  this	  approach	  informs	  the	  actual	  design	  of	  the	  game	  artefacts.	  The	  SCOOT	  LBG	  
concepts	  and	  content	  are	  designed	  to	  be	  presented	  as	  a	  series	  of	  user	  interfaces	  supported	  and	  
connected	  by	  complex	  logic	  systems	  and	  integrated	  into	  social,	  cultural,	  spatial	  environments.	  
Certain	  interactions	  are	  motivated,	  guided	  or	  supported	  through	  particular	  interfaces.	  	  
What	  I	  mean	  by	  ‘interface’	  is	  a	  broad	  definition:	  an	  interface	  is	  a	  site	  of,	  and	  for,	  mediated	  human	  
interaction.	  An	  interface	  is	  usually	  intended	  as	  a	  surface/screen	  to	  a	  physical	  or	  virtual	  space.	  The	  
interface	  acts	  as	  a	  guide	  for	  orientation	  and	  interaction	  within	  that	  space.	  Furthermore,	  the	  
interface	  both	  represents	  the	  space	  itself	  and	  the	  systems	  within	  that	  space,	  as	  well	  as	  giving	  
people	  an	  indication	  of	  their	  access	  and	  control	  with	  in	  that	  space.	  As	  such,	  the	  interface	  is	  the	  
intersecting	  point	  between	  the	  space,	  the	  systems	  and	  the	  user,	  transforming	  the	  space	  into	  a	  
complex,	  multilayered	  place	  of	  interaction.	  	  
In	  the	  case	  of	  SCOOT,	  the	  various	  interfaces	  are	  specifically	  placed	  between	  the	  fictional	  game	  
system	  and	  the	  systems	  inherent	  in	  the	  place	  where	  they	  are	  installed.	  Hence,	  all	  interactions	  
during	  a	  SCOOT	  game	  event	  are	  mediated	  through	  a	  network	  of	  interfaces	  that	  present	  the	  
narrative	  of	  the	  game,	  interlaced	  with	  the	  histories	  of	  place,	  in	  deliberately	  surprising	  and	  
unexpected	  ways.	  Such	  a	  creative	  interconnection	  facilitates	  enjoyable	  collaborative	  play	  and	  
provides	  embedded	  motivations	  for	  progressing	  to	  the	  next	  interface.	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6.1 Current Limitations of Interface Design Theory 
The	  well-­‐established	  discipline	  of	  Human-­‐Computer	  Interaction	  (HCI)	  is	  described	  as	  an	  
interdisciplinary	  field,	  with	  a	  tradition	  in	  computer	  science.	  As	  expressed	  by	  Dix	  (1993),	  ‘by	  
interaction	  we	  mean	  any	  communication	  between	  a	  user	  and	  a	  computer,	  be	  it	  direct	  or	  
indirect…	  that	  fundamentally	  concentrates	  on	  the	  direct	  relationships	  between	  the	  user	  and	  the	  
computer	  systems’.	  	  	  
Adopting	  this	  approach,	  the	  role	  of	  interfaces	  for	  interaction	  could	  be	  describe	  as	  having	  the	  
following	  two	  roles:	  
1. To	  represent	  the	  underlying	  system:	  that	  is,	  helping	  the	  user	  understand	  the	  logic	  and	  
content	  relationships	  and	  instructions	  for	  interaction.	  
2. To	  provide	  feedback	  from	  the	  system:	  that	  is,	  acknowledging	  the	  user’s	  input,	  
presenting	  results	  of	  the	  interaction	  and	  ongoing	  progress	  and	  status	  of	  user	  
engagement.	  This	  refers	  to	  explicit	  levels	  of	  control,	  feedback	  and,	  most	  importantly,	  the	  
agency	  of	  the	  user	  experience.	  
Admittedly,	  there	  have	  been	  considerable	  advancements	  in	  technology	  since	  1993.	  More	  
recently,	  Dourish	  (2001)	  extended	  his	  imagination	  to	  predict	  that	  we	  will	  soon	  ‘augment	  the	  
everyday	  world	  with	  computational	  power,	  so	  that	  pieces	  of	  paper,	  cups,	  pens,	  ornament,	  and	  
toys	  can	  be	  made	  active	  entities	  that	  respond	  to	  their	  environment	  and	  people’s	  activities’.	  
While,	  this	  project	  adopts	  many	  new	  technologies	  that	  are	  both	  mobile	  and	  embedded	  in	  place,	  
it	  is	  limited	  at	  every	  stage	  to	  the	  technologies	  currently	  available.	  	  
The	  SCOOT	  digital	  interfaces	  are	  presented	  in	  many	  forms	  on	  varying	  systems,	  such	  as	  on	  the	  
players’	  mobile	  phones,	  public	  displays	  such	  as	  plasma	  
screens	  and	  installed	  game	  consoles.	  A	  crucial	  aspect	  is	  that	  
these	  interfaces	  are	  part	  of	  an	  exclusive	  game	  experience,	  
because	  only	  collaborating	  and	  competing	  groups	  have	  a	  
shared	  knowledge	  of	  the	  interfaces	  and	  a	  complementary	  
understanding	  of	  the	  part	  they	  play	  in	  the	  event.	  This	  is	  
illustrated	  in	  the	  diagram	  offered	  by	  Dix	  et	  al	  (1993),	  as	  
displayed	  on	  the	  left.	  This	  model	  is	  useful	  in	  that	  it	  extends	  
the	  interaction	  with	  an	  artefact	  beyond	  a	  single	  user	  to	  
include	  the	  coordinated	  and	  sometimes	  unexpected	  
communication	  between	  multiple	  participants,	  facilitated	  by	  an	  interactive	  artifact.	  Nevertheless,	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once	  again	  the	  literature	  does	  not	  describe	  how	  these	  artefacts	  work.	  Both	  the	  diagram	  above	  
and	  the	  corresponding	  literature	  give	  no	  indication	  of	  what	  would,	  or	  could,	  happen	  along	  the	  
arrows	  between	  the	  participants	  and	  the	  artefacts,	  thereby,	  offering	  no	  insight	  into	  how	  to	  
design	  them	  in	  a	  practical	  way.	  Even	  Dix	  et	  al	  (1993)	  admit	  that	  ‘it	  is	  all	  too	  easy	  to	  provide	  
general	  and	  abstract	  definitions	  which	  are	  not	  too	  helpful	  to	  the	  designer.’	  In	  an	  attempt	  to	  
refine	  such	  definitions	  they	  go	  on	  to	  offer	  ‘principles’,	  presented	  as	  a	  list	  under	  each	  of	  three	  
categories,	  namely,	  ‘learnability’,	  ‘flexibility’	  and	  ‘robustness’.	  Even	  though	  each	  category	  
contains	  a	  useful	  and	  exhaustive	  list	  of	  possible	  principles,	  they	  are	  still	  vague	  terms	  of	  reference	  
and	  could	  possibly	  slow	  down	  the	  design	  process	  if	  I	  were	  to	  adhere	  to	  them	  in	  any	  serious	  way.	  
Of	  course,	  an	  interactive	  system	  ‘should’	  have	  a	  ‘user	  friendly’	  interface;	  however,	  the	  principles	  
applied	  to	  guide	  the	  design	  and	  development	  of	  a	  project	  can	  only	  be	  derived	  from,	  and	  
prioritised	  by,	  the	  specific	  needs	  and	  desires	  of	  that	  specific	  interactive	  project.	  	  
For	  a	  series	  of	  interfaces	  to	  work	  according	  to	  the	  project	  objectives,	  the	  series	  need	  to	  be	  
prototyped	  and	  tested	  over	  multiple	  iterations	  and	  made	  concrete	  by	  being	  created,	  delivered	  
and	  evaluated	  in	  authentic	  settings	  with	  the	  very	  users	  for	  which	  they	  are	  intended	  to	  work.	  I	  
have	  found	  that	  it	  is	  also	  critical	  to	  involve	  many	  different	  collaborators	  from	  related	  fields	  to	  
ensure	  that	  the	  principles	  and	  strategies	  are	  not	  formulated	  with	  bias	  from	  a	  particular	  design	  
discipline.	  Again,	  these	  collaborators	  are	  selected	  according	  to	  both	  the	  project	  and	  user	  needs	  at	  
each	  stage	  of	  the	  SCOOT	  project	  design.	  In	  particular,	  the	  key	  players	  are	  the	  collaborators	  who	  
are	  most	  familiar	  with	  the	  setting	  for	  which	  the	  interfaces	  are	  designed.	  Section	  5/10.9	  discusses	  
at	  length	  how	  the	  collaborators	  are	  selected,	  initiated	  and	  contribute	  to	  the	  SCOOT	  LBG	  design	  
rules,	  strategies	  and	  outcomes.	  
Given	  the	  complexity	  of	  such	  collaborations,	  I	  argue	  that	  it	  is	  almost	  futile	  to	  define	  interface	  
design	  in	  general	  terms.	  Broad	  theories	  and	  methodologies	  can	  only	  act	  as	  initial	  ‘your	  project	  
should’	  guides	  to	  practice.	  Nevertheless,	  it	  is	  both	  possible	  and	  useful	  to	  provide	  more	  specific	  
rules	  and	  definitions	  that	  are	  derived	  from	  a	  specific	  practice.	  As	  a	  core	  outcome	  of	  this	  research,	  
I	  offer	  the	  following	  LBG	  interface	  design	  rules,	  derived	  from	  this	  practice	  and	  applicable	  to	  other	  
works	  undertaken	  by	  the	  LBG	  design	  community.	  	  
6.2 Interface Design Rules Offered by this Study 
Having	  articulated	  a	  number	  of	  LBG	  specific	  interface	  categories,	  I	  now	  offer	  an	  extended	  
definition	  of	  how	  interface	  designs	  should	  work	  in	  this	  context.	  Dix	  (1993)	  suggests	  that	  ‘design	  
rules	  in	  the	  form	  of	  standards	  and	  guidelines	  provide	  direction	  for	  design.’	  I	  prefer	  Baldwin’s	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(2000)	  engineering	  approach	  that	  insists	  ‘design	  rules	  establish	  strict	  partitions	  of	  knowledge	  and	  
an	  effort	  at	  the	  outset	  of	  a	  design	  process.	  They	  are	  not	  just	  guidelines	  or	  recommendations;	  
they	  must	  be	  rigorously	  obeyed	  in	  all	  phases	  of	  design	  and	  production.’	  Adopting	  this	  approach,	  
this	  study	  offers	  the	  following	  list	  that	  describes	  the	  role	  of	  interfaces	  for	  interaction	  as	  
transformative	  devices	  for	  the	  players	  to	  engage	  in	  the	  sites	  with	  new	  kinds	  of	  motivations,	  
perspectives	  and	  interactions.	  Through	  multiple	  design	  iterations,	  this	  study	  concludes	  that	  the	  
LBG	  interfaces	  should,	  as	  a	  rule,	  work	  in	  the	  following	  seven	  ways,	  as	  an	  extension	  of	  the	  first	  
two	  rules	  listed	  previously	  mentioned	  previously	  in	  this	  section:	  
1. To	  represent	  the	  underlying	  system.	  
2. To	  provide	  feedback	  from	  the	  system.	  
	  
3. To	  act	  as	  an	  intersection	  between	  the	  physical	  and	  the	  virtual.	  The	  online	  world	  of	  
SCOOT	  contains	  characters	  from	  the	  real	  world,	  as	  does	  the	  real	  world	  contain	  characters	  
from	  the	  virtual/fictional	  world.	  	  
4. To	  be	  a	  link	  between	  histories	  and	  fiction.	  SCOOT	  appropriates	  local	  stories	  and	  presents	  
them	  as	  being	  open	  for	  interpretation	  and	  reconsideration.	  
5. To	  re-­‐engage	  users	  with	  authentic	  spaces	  and	  artefacts	  of	  place	  	  
6. To	  create	  a	  zone	  of	  social	  interaction.	  The	  SCOOT	  interventions	  are	  quite	  visible	  and	  
often	  require	  players	  to	  perform	  acts	  together.	  At	  any	  of	  these	  interfaces,	  player	  groups	  
can	  recognise	  each	  other	  and	  interact	  as	  a	  community	  of	  players	  with	  exclusive	  
knowledge	  of,	  and	  access	  to,	  the	  environment	  with	  its	  authentic	  and	  strange	  artefacts.	  	  
This	  is	  the	  most	  important	  aspect	  of	  the	  SCOOT	  interfaces,	  in	  that	  they	  become	  zones	  of	  
encounter	  for	  social	  exchange.	  Here,	  players	  share	  stories	  of	  their	  SCOOT	  experience,	  
offer	  help	  to	  other	  players,	  compete	  in	  games	  and	  collaborate	  to	  save	  their	  local	  sites	  
from	  the	  unseen	  threat	  of	  virtual	  world	  characters.	  
7. To	  encourage	  user	  cooperation.	  In	  more	  sophisticated	  systems	  the	  interface	  will	  also	  
provide	  information	  about	  other	  users.	  According	  to	  Dourish	  (2001)	  ‘we	  encounter,	  
interpret,	  and	  sustain	  meaning	  through	  our	  embodied	  interactions	  with	  the	  world	  and	  
with	  each	  other’.	  Through	  the	  various	  game	  interfaces,	  players	  are	  encouraged	  to	  
cooperate	  and,	  hence,	  to	  learn	  from	  each	  other’s	  interpretations	  and	  decisions.	  
Knowledge	  of	  the	  other	  players	  of	  SCOOT	  allows	  the	  players	  to	  gage	  their	  own	  progress	  
comparatively,	  and	  is	  designed	  to	  motivate	  both	  collaboration	  and	  competition.	  
To	  demonstrate	  how	  these	  rules	  were	  applied	  to	  the	  design	  process	  and	  embedded	  in	  the	  
resulting	  interface	  designs,	  I	  first	  categorise	  the	  interface	  artefacts	  as	  progressively	  complex	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interventions.	  Under	  these	  categories,	  I	  discuss	  what	  roles	  each	  of	  the	  interfaces	  had	  in	  terms	  of	  
the	  rules	  outlined	  here.	  
6.3 Categories of LBG Interface Design Artefacts 
As	  presented	  in	  section	  2/3.1,	  each	  SCOOT	  iteration	  begins	  with	  a	  set	  of	  design	  experiments	  I	  
refer	  to	  as	  a	  repertoire	  of	  works.	  Each	  new	  SCOOT	  Event	  presents	  both	  limitations	  and	  
opportunities	  for	  the	  development	  of	  these	  works	  into	  effective	  game	  interfaces.	  	  
I	  now	  turn	  to	  articulating	  how	  to	  categorise	  the	  actual	  interfaces	  that	  are	  involved	  in	  the	  delivery	  
of	  an	  LBG	  experience	  such	  as	  SCOOT.	  This	  section	  presents	  a	  summative	  definition	  of	  the	  
resulting	  repertoire	  of	  works	  that	  were	  finalised	  for	  creative,	  technical,	  social,	  historical,	  spatial,	  
pedagogical,	  temporal	  intervention.	  Of	  significant	  relevance	  to	  this	  practice	  is	  Ezzy’s	  (1998)	  
notion	  that	  a	  ‘narrative	  can	  thematise	  action’.	  As	  such,	  it	  became	  a	  first	  priority	  of	  any	  SCOOT	  
interface	  to	  sustain	  the	  SCOOT	  carnival	  narrative	  and	  support	  the	  interactions	  afforded	  by	  it.	  	  
SCOOT	  initially	  intended	  to	  intervene	  in	  place	  by	  only	  inserting	  foreign	  objects	  (‘installations’)	  as	  
a	  disruptive	  force.	  However,	  it	  became	  clear	  that	  to	  truly	  reveal	  place	  as	  full	  of	  dramatic	  
potential,	  the	  transformation	  of	  the	  familiar	  and	  everyday	  objects	  already	  in	  place	  was	  also	  
crucially	  significant	  as	  part	  of	  the	  inventory	  of	  an	  alternative	  narrative.	  	  
SCOOT	  interfaces	  range	  from	  simple	  artefacts	  in	  place,	  such	  as	  signage,	  to	  more	  complex	  
installations	  requiring	  physical	  effort	  from	  the	  players.	  In	  the	  case	  of	  an	  LBG,	  it	  has	  been	  my	  
finding	  that	  the	  interfaces	  should	  be	  designed	  and	  arranged	  to	  work	  exponentially	  during	  an	  LBG	  
game	  event,	  firstly,	  by	  acknowledging	  the	  artefacts	  familiar	  to	  the	  user	  within	  the	  site,	  and	  then	  
appropriating	  these	  naturally	  occurring	  artefacts	  into	  the	  game	  experience	  and	  narrative.	  As	  the	  
players	  become	  familiar	  with	  the	  game	  aesthetics	  and	  intentions,	  I	  progressively	  introduce	  more	  
foreign	  game	  installations,	  thereby	  completing	  the	  total	  transformation	  from	  the	  authentic	  
interface	  to	  the	  fantastic.	  This	  whole	  engagement	  process	  is	  facilitated	  by	  the	  use	  of	  the	  
participant’s	  personal	  device,	  ensuring	  that	  the	  participant	  is	  connected	  and	  embedded	  in	  the	  
transformation	  process	  on	  a	  personal	  level.	  This	  study	  has	  resulted	  in	  the	  following	  summative	  
definitions	  for	  LBG	  interfaces:	  
− Personal	  interfaces	  such	  as	  mobile	  phones	  
− Authentic	  interfaces	  including	  artefacts	  already	  on	  display	  in	  the	  game	  locations	  




− Installed	  interfaces,	  which	  are	  those	  interfaces	  exclusive	  to	  the	  game	  experience	  that	  are	  
foreign	  to	  the	  site	  but	  recognisable	  as	  part	  of	  the	  game.	  
− Network	  Interfaces,	  which	  are	  community	  network	  interfaces,	  including	  a	  multi-­‐player	  
chat	  world,	  player	  blog,	  YouTube	  channel	  and	  Flickr	  group.	  These	  are	  for	  players	  to	  
communicate	  and	  share	  resources	  and	  stories	  with	  each	  other,	  both	  during	  and	  after	  an	  
event.	  
By	  beginning	  with	  authentic	  interfaces,	  this	  project	  has	  acknowledged	  at	  every	  stage	  the	  
traditional	  artefacts	  and	  practices	  of	  the	  site	  in	  which	  each	  iteration	  of	  SCOOT	  is	  hosted.	  	  
Consequently,	  by	  appropriating	  the	  technologies	  and	  artefacts	  of	  place,	  SCOOT	  is	  intervening	  in	  
the	  historic	  and	  current	  practices	  of	  the	  place,	  the	  stakeholders	  and	  their	  visitors.	  According	  to	  
Dourish	  (2004),	  appropriation	  ‘relies	  on	  a	  variety	  of	  technological	  opportunities	  and	  design	  
features’	  of	  a	  ‘setting’	  and	  	  ‘concerns	  the	  way	  in	  which	  practices	  and	  technologies	  evolve	  around	  
each	  other’.	  SCOOT	  explicitly	  appropriates	  local	  technologies	  as	  an	  opportunity	  to	  demonstrate	  
that	  alternative	  practices	  are	  available.	  The	  assimilation	  of	  the	  carnival	  aesthetics	  helps	  to	  
highlight	  that	  the	  built-­‐in	  artefacts	  of	  place	  and	  their	  related	  practices	  are	  not	  etched	  in	  stone,	  
but	  are	  vulnerable	  to	  intervention	  and	  re-­‐conception.	  	  
Here	  I	  describe	  these	  interface	  categories	  and	  demonstrates	  their	  role	  in	  the	  LBG	  event	  as	  
devices	  for	  transforming	  people’s	  perceptions	  and	  interactions	  in	  place.	  I	  do	  this	  by	  illustrating	  a	  
sample	  of	  the	  ‘in	  game	  interactions’	  as	  experienced	  in	  a	  SCOOT	  LBG	  event.	  	  
The	  digital	  exegesis	  provides	  a	  visual	  presentation	  and	  demonstration	  of	  these	  interface	  
categories.	  The	  next	  image	  is	  a	  screen	  copy	  of	  the	  webpage	  (http://scootagency.com/works/)	  
dedicated	  to	  presenting	  the	  major	  design	  artefacts	  of	  SCOOT.	  Each	  category	  of	  play	  interfaces	  
contains	  extensive	  details	  on	  actual	  examples	  of	  SCOOT	  works,	  as	  is	  demonstrated	  in	  the	  second	  









6.3.1  Personal Interfaces 
The	  personal	  interfaces,	  such	  as	  the	  mobile	  phone,	  are	  used	  to	  communicate	  the	  instructions	  for	  
progress	  through	  both	  the	  physical	  space	  and	  the	  game	  narrative.	  The	  mobile	  messages	  
(normally	  in	  the	  form	  of	  SMS)	  are	  communicated	  by	  the	  SCOOT	  Agents	  (fictional	  characters)	  and	  
are	  always	  in	  narrative	  voice,	  keeping	  the	  players	  ‘in	  game’	  at	  all	  times.	  The	  personal	  devices	  are	  
an	  important	  part	  of	  play	  in	  that	  they	  unite	  the	  place-­‐based	  technologies	  with	  the	  domestic	  ones.	  
It	  is	  SCOOT’s	  design	  intention	  to	  demonstrate	  the	  creative	  use	  of	  the	  mobile	  device.	  	  
In	  a	  key	  point	  of	  departure	  from	  other	  mobile	  games	  or	  LBGs,	  I	  was	  not	  concerned	  with	  exploiting	  
or	  experimenting	  with	  mobile	  services	  or	  technologies.	  Instead	  I	  was	  concerned	  with	  what	  I	  now	  
refer	  to	  as	  the	  potential	  ‘thru-­‐relationships’	  afforded	  by	  interaction	  with,	  and	  around,	  mobile	  
phones.	  Dix	  (1993)	  describes	  how	  participants	  ‘act	  upon	  the	  artefacts	  and	  communicate	  with	  one	  
another	  about	  the	  artefacts.	  However,	  as	  well	  as	  observing	  their	  own	  actions	  on	  the	  artefacts,	  
the	  participants	  are	  also	  aware	  of	  one	  another’s	  actions.	  This	  awareness	  of	  one	  another’s	  actions	  
is	  a	  form	  of	  communication	  through	  the	  artefact’.	  This	  communication	  takes	  the	  focus	  away	  from	  
the	  mobile	  device	  as	  novel	  and	  technical	  and,	  instead,	  treats	  it	  as	  a	  mere	  facilitator	  of	  interaction	  
between	  people,	  places	  and	  artefacts.	  Due	  to	  the	  problematic	  factors	  associated	  with	  mobile	  
phones,	  such	  as	  access,	  costing	  models,	  interoperability	  and	  the	  limited	  uptake	  of	  service	  
applications	  such	  as	  blue	  tooth	  or	  GPS,	  I	  decided	  to	  limit	  the	  technical	  use	  of	  mobile	  phones	  to	  
SMS	  services.	  	  This	  technical	  limitation	  came	  out	  of	  an	  explicit	  decision	  to	  design	  for	  maximum	  
public	  access.	  	  Most	  of	  all,	  I	  wanted	  to	  link	  everyday	  people	  to	  everyday	  places	  through	  everyday	  
tools.	  	  As	  well	  as	  communication	  devices,	  mobile	  phones	  are	  considered	  as	  linking	  devices,	  able	  
to	  facilitate	  new	  relationships	  through	  the	  use	  of	  the	  phone.	  	  In	  the	  case	  of	  the	  SCOOT	  LBG,	  
mobile	  phones	  create	  four	  significant	  ‘thru-­‐relationships’	  (Polson	  and	  Morgan,	  2007,	  3).	  They:	  
− bridge	  the	  fictional	  world	  and	  the	  real	  world;	  	  
− create	  a	  shared	  experience	  between	  individuals;	  	  
− act	  as	  signifiers	  of	  exclusive	  membership	  to	  the	  SCOOT	  cultural	  code;	  	  
and	  	  
− alter	  individual	  relationships	  to	  place.	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In Game Interactions with personal interfaces 
	   	   	   	  
The	  first	  two	  images	  above	  are	  of	  player	  groups	  in	  the	  Melbourne	  Museum,	  and	  the	  later	  in	  the	  State	  
Library	  of	  Victoria	  during	  the	  2006	  SCOOT	  Event.	  	  
The	  above	  images	  are	  used	  to	  illustrate	  how	  each	  of	  these	  four	  ‘thru-­‐relationships’	  occurred	  in	  
the	  most	  recent	  instance	  of	  SCOOT,	  at	  the	  State	  Library	  of	  Victoria,	  Melbourne.	  All	  four	  images	  
illustrate	  how	  player	  groups	  share	  a	  single	  mobile	  device.	  Viewed	  from	  left	  to	  right,	  the	  third	  
image	  in	  this	  sequence	  demonstrates	  how	  two	  groups	  can	  identify	  each	  other	  as	  fellow	  players,	  
when	  they	  notice	  that	  they	  are	  using	  the	  mobile	  devices	  in	  a	  similar	  way	  on-­‐site.	  The	  woman	  in	  
the	  blue	  top	  (left	  of	  the	  third	  image)	  is	  not	  included	  in	  the	  shared	  experience	  but	  is	  aware	  that	  
the	  two	  groups	  surrounding	  her	  are	  engaged	  in	  an	  experience	  with	  which	  she	  is	  not	  familiar	  	  or	  is	  
not	  available	  to	  her,	  as	  she	  is	  not	  a	  player	  member.	  This	  is	  a	  significant	  ‘thru-­‐relationship’	  created	  
by	  mobile	  use	  in	  the	  SCOOT	  LBG,	  as	  it	  builds	  a	  visual	  connection	  between	  groups	  of	  players.	  	  The	  
mobile	  phone	  acts	  as	  a	  signifier,	  identifying	  the	  groups	  of	  people	  who	  are	  participating	  in	  the	  
game.	  	  In	  flagging	  participation	  in	  the	  game,	  mobile	  phones	  reveal	  membership	  to	  the	  SCOOT	  
cultural	  code.	  This	  identification	  of	  shared	  exclusivity	  is	  central	  to	  imbuing	  the	  location	  with	  a	  
collective	  narrative	  and,	  hence,	  fostering	  an	  innovative	  sense	  of	  community.	  	  	  
In	  the	  second	  image,	  a	  family	  group	  is	  interacting	  with	  a	  SCOOT	  game	  installation,	  namely	  ‘Pook’	  
(http://scootagency.com/works/pook/),	  that	  incorporates	  aspects	  of	  the	  place	  in	  which	  it	  is	  
situated	  and	  the	  virtual	  narrative.	  ‘Pook’	  is	  a	  player’s	  virtual	  book	  that	  has	  two	  touch	  screens,	  one	  
with	  an	  animated	  story	  about	  the	  history	  of	  the	  library,	  containing	  clues	  for	  solving	  the	  
interactive	  game	  challenge	  on	  the	  second	  screen.	  Engagement	  with	  this	  installation	  is	  only	  
possible	  through	  the	  bestowing	  of	  a	  password	  accessed	  via	  a	  mobile	  message	  sent	  by	  a	  SCOOT	  
Agent.	  This	  interaction	  process	  provides	  exclusivity	  to	  the	  players	  as	  well	  as	  a	  resonating	  link	  
between	  the	  real	  and	  fictional	  game	  worlds.	  The	  fourth	  image	  simultaneously	  shows	  a	  group	  that	  
has	  just	  completed	  the	  installation	  in	  image	  three,	  and	  a	  father	  and	  son	  group	  who	  have	  just	  
encountered	  it.	  These	  two	  groups,	  at	  different	  stages,	  were	  observed	  discussing	  the	  installation,	  




After	  completing	  each	  of	  the	  game	  challenges	  the	  player	  groups	  report	  the	  found	  ‘intel’	  (text	  
code)	  back	  to	  the	  SCOOT	  Agents	  as	  instructed	  via	  SMS.	  The	  SCOOT	  system	  recognises	  the	  
completion	  code	  and	  sends	  them	  their	  next	  clue	  for	  finding	  their	  subsequent	  challenge.	  In	  a	  way,	  
these	  installed	  game	  interfaces	  are	  an	  organic	  extension	  of	  the	  mobile	  interface,	  motivating	  the	  
groups	  to	  cooperate	  with	  each	  other.	  
The	  SMS	  text	  is	  interwoven	  with	  the	  content	  of	  the	  game	  narrative	  presented	  on	  all	  the	  other	  
SCOOT	  interfaces	  included	  in	  the	  SCOOT	  LBG	  event.	  The	  history	  of	  the	  sites	  is	  also	  woven	  
throughout	  the	  game	  narrative.	  All	  of	  the	  historic	  and	  game	  content	  is	  integrated	  into	  game	  
scripts	  that	  specify	  the	  pathways	  between	  interfaces	  for	  each	  game	  event.	  	  
6.3.2 Authentic Interfaces 
The	  pre-­‐existing	  interfaces	  are	  inventory	  of	  the	  established	  conventions	  of	  place.	  The	  ‘authentic	  
interfaces’	  comprise	  game	  nodes	  selected	  as	  points	  of	  interest	  intrinsic	  to	  the	  physical	  (real)	  
locations	  of	  SCOOT.	  These	  ‘authentic’	  artefacts	  of	  place	  are	  adopted	  as	  game	  interfaces	  for	  the	  
period	  of	  gameplay.	  These	  are	  normally	  objects	  such	  as	  displays,	  artworks,	  street	  signs,	  
landmarks,	  etc.	  They	  are	  part	  of	  the	  place-­‐based	  system	  of	  communication	  that	  influences,	  
guides	  and	  motivates	  the	  expected	  human	  interactions	  within	  the	  site.	  SCOOT	  interrupts	  these	  
normal	  conventions	  by	  re-­‐configuring	  the	  artefacts	  as	  layered	  inventories	  of	  imaginary	  
circumstance.	  SCOOT	  is	  played	  in	  explicitly	  institutional	  spaces,	  in	  order	  to	  bring	  radically	  into	  
question	  the	  very	  systems	  of	  inherent	  communication	  that	  can	  both	  inspire	  and	  inhibit	  human	  
interaction	  and	  cultural	  agency.	  In	  museums	  and	  galleries	  the	  artefacts	  are	  traditionally	  
presented	  as	  highly	  valued	  and	  culturally	  significant.	  SCOOT	  attempts	  to	  personalise	  these	  
artefacts	  by	  subverting	  and	  transforming	  them	  into	  more	  familiar	  narratives	  and	  contemporary	  
interactions.	  
In Game Interactions with authentic interfaces 
During	  each	  SCOOT	  Event	  the	  participants	  (S’Avatars)	  assist	  in	  gathering	  ‘intel’	  about	  the	  sites	  as	  
they	  seek	  out	  clues	  about	  Omega	  Carnega’s,	  plans	  for	  her	  Dodgy	  Carnival	  invasion	  
(http://scootagency.com/story/characters/).	  According	  to	  the	  SCOOT	  Agency,	  these	  selected	  
artefacts	  of	  the	  site	  contain	  secret	  codes	  that	  once	  found	  are	  to	  be	  sent	  for	  ‘processing’	  via	  the	  
participants’	  mobile	  phones.	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These	  images	  demonstrate	  various	  groups	  engaging	  with	  authentic	  artefacts	  in	  various	  locations	  during	  
the	  2006	  SCOOT	  Event	  in	  Melbourne	  
Pictured	  in	  the	  first	  image	  above	  (read	  from	  top	  left	  to	  right)	  is	  a	  father	  and	  son	  team	  who	  are	  
part	  way	  through	  the	  SCOOT	  mission	  at	  the	  National	  Gallery	  of	  Victoria	  (NGV).	  This	  team	  of	  
S’Avatars	  have	  already	  completed	  six	  SMS	  challenges	  to	  get	  to	  this	  position.	  They	  have	  just	  
received	  a	  message	  from	  SCOOT	  Agency	  on	  their	  mobile	  phone:	  Gallery	  10.	  Painter	  Jeffery	  Smart	  
knows	  how	  Junior	  is	  hacking	  the	  SBN?	  There	  is	  a	  clue	  in	  his	  painting.	  What	  communication	  
technology	  is	  he	  using?	  Once	  they	  have	  realised	  the	  clue,	  they	  reply	  SMS	  with	  the	  answer	  
“Satellite	  Dish”.	  If	  they	  are	  wrong	  the	  first	  few	  times,	  they	  receive	  further	  SMS	  clues	  to	  help	  them	  
solve	  the	  puzzle.	  If	  their	  answer	  is	  correct,	  they	  receive	  a	  new	  Agency	  SMS	  mission	  challenge.	  In	  
this	  case,	  the	  next	  clue	  guides	  them	  to	  one	  of	  the	  SCOOT	  installations,	  which	  is	  one	  of	  Omega	  
Carnega’s	  carnival	  games	  called	  ‘Unscrambler’	  http://scootagency.com/works/unscrambler.	  	  
The	  second	  image	  is	  of	  the	  Melbourne	  Museum	  ‘Trade	  Stones’	  garden.	  The	  players	  have	  just	  
completed	  a	  carnival	  game	  on	  an	  installation	  featuring	  the	  SCOOT	  character	  ‘PharCycle’	  
(PharCycle	  is	  a	  SCOOT	  character	  designed	  as	  the	  cousin	  of	  PharLap,	  a	  famous	  Australian	  racing	  
horse	  on	  display	  in	  the	  museum)	  http://scootagency.com/works/cheerup/.	  When	  they	  finally	  
complete	  the	  game,	  they	  receive	  an	  SMS:	  Nearby	  is	  the	  garden	  with	  the	  7	  Giant	  Trade	  Stones.	  
SMS	  how	  many	  tomahawks	  and	  scissors	  secured	  the	  trade?	  Answer:	  two,	  2	  
The	  third	  image	  illustrates	  one	  of	  my	  favourite	  nodes.	  This	  is	  a	  sculpture	  of	  six	  sheep	  in	  the	  Arts	  
Centre	  of	  Melbourne	  garden.	  The	  players	  are	  told	  that	  the	  sheep	  are	  trying	  to	  escape	  from	  
SCOOT	  Mid-­‐World	  (the	  fictional	  parallel	  universe	  from	  where	  Omega	  Carnega’s	  carnival	  is	  
travelling)	  and	  that	  one	  of	  the	  missing	  sheep	  is	  called	  BaaBaaRella.	  This	  was	  written	  more	  for	  the	  




The	  fourth	  and	  fifth	  images	  were	  taken	  of	  players	  in	  the	  dinosaur	  exhibit	  in	  the	  Melbourne	  
Museum.	  The	  young	  mother	  in	  the	  fourth	  image	  explained	  to	  me	  that	  they	  had	  visited	  the	  
museum	  before,	  but	  this	  time	  the	  children	  were	  more	  motivated	  to	  learn	  about	  the	  exhibit	  
information.	  Here	  we	  see	  her	  taking	  advantage	  of	  the	  game	  challenge	  to	  engage	  her	  children	  in	  
the	  data	  presented	  as	  part	  of	  the	  exhibit.	  They	  had	  received	  this	  SMS	  as	  they	  approached	  this	  
room:	  Close	  by	  are	  the	  bones	  of	  an	  ancient	  beast.	  Step	  down	  if	  you	  dare.	  250	  million	  years	  ago,	  
what	  era	  were	  they	  the	  largest	  animals	  alive?	  Answer:	  Mesozoic.	  	  
At	  the	  State	  Library	  of	  Victoria,	  there	  are	  many	  hidden	  treasures	  that	  could	  easily	  be	  missed.	  The	  
sixth	  image	  shows	  a	  father	  and	  son	  team	  at	  the	  Shakespeare	  window,	  which	  is	  on	  a	  staircase	  
landing	  on	  the	  fifth	  level	  of	  the	  dome	  room.	  Some	  groups	  had	  difficulty	  finding	  it.	  Their	  SMS	  
challenge	  was:	  The	  great	  Shakespeare	  understood	  that	  there	  are	  stories	  all	  around	  us	  waiting	  
to	  be	  told.	  He	  once	  said	  “All	  the	  World	  is	  a	  …”	  what?	  Answer:	  stage.	  This	  was	  an	  opportunity	  to	  
implicitly	  communicate	  part	  of	  the	  game	  concept	  to	  the	  players;	  specifically,	  to	  view	  their	  local	  
places	  as	  both	  a	  stage	  and	  a	  muse	  for	  storytelling.	  
These	  images	  illustrate	  an	  important	  strategy	  for	  interweaving	  the	  historic	  narratives	  of	  authentic	  
artefacts	  into	  a	  game	  narrative	  and	  imbuing	  them	  with	  new	  kinds	  of	  personal	  and	  shared	  
memories	  for	  the	  game	  members.	  SCOOT	  re-­‐curates	  these	  authentic	  interfaces	  into	  an	  LBG	  
narrative	  as	  a	  way	  of	  shifting	  the	  authoritative	  perspective	  to	  make	  them	  more	  accessible	  and	  
relevant	  to	  a	  family	  or	  a	  group	  of	  student	  players.	  	  
Only	  people	  participating	  in	  the	  SCOOT	  game	  are	  experiencing	  the	  artefacts	  in	  this	  transformed	  
way.	  Since	  the	  players	  are	  never	  sure	  which	  painting,	  chair,	  tree,	  sculpture	  will	  be	  involved	  next,	  
all	  objects	  are	  instantly	  transmuted	  into	  potential	  artefacts	  for	  game	  interaction.	  More	  than	  one	  
player	  was	  overheard	  exclaiming	  ‘now	  everything	  looks	  like	  a	  game!’	  (Adkins	  et	  al,	  2006).	  This	  
statement	  became	  a	  significant	  motivation	  for	  future	  SCOOT	  design	  activities,	  as	  it	  stood	  for	  the	  




In	  the	  above	  images,	  SCOOT	  player	  groups	  are	  participating	  in	  the	  State	  Library	  of	  Victoria	  game	  
mission	  (2007)	  and	  they	  are	  looking	  for	  a	  clue	  in	  the	  La	  Trobe	  reading	  room.	  In	  these	  images	  the	  
players	  are	  engaging	  with	  the	  features	  and	  artefacts	  that	  already	  exist	  in	  the	  site.	  When	  these	  
‘native’	  artefacts	  are	  used	  during	  the	  game,	  I	  refer	  to	  them	  as	  ‘authentic	  interfaces’	  for	  play	  
(explained	  further	  in	  the	  following	  pages).	  The	  images	  above	  illustrate	  how	  players	  carefully	  
observe	  the	  spaces	  while	  seeking	  to	  find	  SCOOT	  mission	  clues	  to	  SMS	  back	  to	  SCOOT	  Agency	  to	  
progress	  in	  the	  game.	  The	  first	  three	  images	  have	  a	  father	  and	  son	  looking	  for	  clues	  in	  the	  room	  
from	  a	  balcony	  above,	  and	  then	  inside,	  the	  room.	  The	  bottom	  images	  show	  three	  families	  in	  the	  
room	  looking	  for	  the	  same	  clue.	  They	  are	  not	  only	  re-­‐engaged	  in	  the	  site,	  they	  are	  also	  sharing	  
the	  experience	  with	  each	  other	  and	  with	  other	  groups.	  
More	  examples	  of	  authentic	  interfaces	  can	  be	  found	  on	  the	  digital	  exegesis,	  such	  as	  
http://scootagency.com/works/artefacts/	  and	  http://scootagency.com/works/ghost/.	  	  
The	  next	  category	  is	  ‘appropriated	  interfaces’.	  This	  describes	  the	  next	  step	  in	  the	  LBG	  strategy	  for	  
transforming	  existing	  places	  and	  artefacts	  into	  storytelling	  inventory.	  	  	  
6.3.3 Appropriated Interfaces 
These	  are	  authentic	  interfaces	  that	  have	  been	  appropriated	  by	  SCOOT	  to	  include	  specific	  game	  
media.	  These	  interfaces	  are	  normally	  part	  of	  a	  technical	  system	  (networked	  screens	  and	  
computers)	  that	  already	  exists	  in	  the	  sites	  of	  gameplay.	  These	  systems	  can	  be	  exploited	  as	  design	  
devices	  that	  can	  incorporate	  game	  text,	  images,	  audio	  files,	  animations	  and	  mini-­‐games.	  These	  
include	  plasma	  displays,	  gallery	  projectors,	  audio	  recording	  devices	  and	  computer	  labs.	  While	  
many	  players	  of	  SCOOT	  may	  have	  had	  access	  to	  these	  systems	  on	  previous	  visits	  to	  the	  sites,	  they	  
would	  not	  have	  experienced	  direct	  access	  to	  manipulate	  what	  content	  is	  presented,	  or	  how	  they	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are	  positioned	  in	  the	  site.	  This	  adds	  another	  level	  of	  player	  entitlement	  and	  sense	  of	  ownership	  
of	  the	  site.	  
On	  behalf	  of	  the	  potential	  players,	  I	  collaborate	  with	  the	  support	  organisations	  of	  the	  sites	  to	  gain	  
access	  to	  these	  systems	  for	  LBG	  appropriation,	  as	  an	  integral	  part	  of	  the	  process	  of	  game	  design	  
and	  planning.	  	  
In Game Interactions with appropriated interfaces 
	  
Appropriated	  Interfaces:	  The	  SCOOT	  Agent’s	  Message	  Board	  (Queensland	  University	  of	  Technology,	  
Brisbane	  2004),	  The	  Listening	  Post	  (State	  Library	  of	  Victoria	  2006),	  The	  Atrium	  Plasma	  Screen	  
(Federation	  Square	  2006),	  and	  the	  Message	  Pod	  (ACMI	  2005).	  
Top	  left	  image	  above:	  This	  shows	  one	  of	  the	  many	  plasma	  screens	  that	  are	  installed	  throughout	  
the	  buildings	  at	  the	  Creative	  Industries	  Precinct	  that	  normally	  only	  works	  as	  a	  one-­‐way	  broadcast	  
facility	  promoting	  information	  on	  university	  news	  and	  events.	  For	  the	  first	  SCOOT	  Event	  in	  2004,	  I	  
appropriated	  these	  screens	  as	  an	  SMS	  message	  board	  for	  SCOOT	  players	  (largely	  incoming	  
students	  of	  the	  Creative	  Industries	  Faculty).	  This	  action	  allowed	  players	  to	  communicate	  with	  
each	  other	  on	  site.	  They	  initially	  took	  advantage	  of	  the	  system	  to	  express	  gratuitous	  textual	  
graffiti	  using	  cheeky	  and	  crude	  language	  to	  boast	  about	  their	  achievements	  or	  to	  humiliate	  other	  
players.	  But	  soon	  they	  recognised	  that	  they	  could	  to	  also	  use	  the	  screens	  more	  strategically	  to	  
assist	  or	  decoy	  other	  players	  by	  broadcasting	  both	  helpful	  and	  fake	  tips	  for	  solving	  SCOOT	  
challenges.	  I	  also	  used	  this	  to	  display	  leader	  boards,	  highlighting	  the	  highest	  scoring	  
student/player	  statistics.	  During	  day	  one	  of	  play	  (there	  were	  three	  days	  in	  total	  for	  this	  event)	  the	  
university	  administrators	  had	  asked	  me	  to	  remove	  the	  message	  board	  as	  they	  were	  concerned	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with	  the	  ‘freedoms’	  it	  afforded	  student	  commentary.	  However,	  I	  argued	  successfully	  that	  such	  an	  
intervention	  would	  act	  against	  the	  subversive	  values	  of	  the	  game	  that	  had	  been	  negotiated	  
initially	  with	  the	  administrators.	  Specifically,	  it	  had	  been	  agreed	  that	  this	  event	  was	  to	  signal	  to	  
the	  students	  the	  University’s	  desire	  to	  appear	  open	  and	  accessible	  as	  a	  site	  for	  creative	  exchange.	  	  
The	  top	  right	  and	  bottom	  left	  images	  were	  taken	  at	  the	  2006	  SCOOT	  Event.	  The	  first	  of	  which	  
captures	  a	  family	  of	  three	  at	  the	  ‘listening	  posts’	  in	  the	  State	  Library	  of	  Victoria.	  Normally	  visitors	  
would	  find	  a	  CD	  code	  in	  a	  printed	  catalogue	  to	  select	  a	  track	  to	  listen	  to	  by	  using	  a	  headset.	  The	  
library	  technicians	  gave	  me	  access	  to	  place	  a	  mock	  SCOOT	  CD	  of	  Sir	  Redman	  Barry’s	  Answering	  
Machine	  Hits.	  The	  SCOOT	  players	  had	  to	  find	  the	  special	  SCOOT	  CD	  code	  to	  listen	  for	  a	  secret	  
message	  that	  gave	  them	  a	  clue	  to	  finding	  the	  BarryBell	  installation	  hidden	  nearby.	  The	  other	  
image	  (bottom	  left)	  is	  of	  a	  group	  of	  players	  that	  encountered	  a	  SCOOT	  animation	  on	  the	  large	  
plasma	  display	  in	  the	  Federation	  Square	  Atrium.	  This	  animation	  was	  of	  a	  part	  of	  a	  series	  of	  
messages	  delivered	  by	  the	  mock	  SCOOT	  broadcast	  network	  (SBN).	  	  
The	  bottom	  right	  image	  is	  of	  the	  2005	  SCOOT	  Event	  at	  the	  Australian	  Centre	  of	  the	  Moving	  Image	  
(ACMI).	  This	  display	  had	  a	  camera	  and	  microphone	  for	  visitors	  to	  leave	  video	  feedback.	  The	  
SCOOT	  players	  were	  instructed	  via	  SMS	  to	  find	  an	  animated	  message	  left	  by	  a	  SCOOT	  character	  
that	  gave	  them	  clues	  to	  finding	  the	  next	  SCOOT	  installation.	  The	  players	  were	  then	  asked	  to	  
record	  their	  own	  messages	  for	  other	  players	  to	  see	  and	  respond	  to.	  
More	  examples	  of	  appropriated	  interfaces	  can	  be	  found	  on	  the	  digital	  exegesis,	  such	  as	  
http://scootagency.com/works/rental/,	  http://scootagency.com/works/lab/	  and	  
http://scootagency.com/works/buildings/	  
6.3.4  Installed Interfaces 
Installed	  Interfaces	  are	  those	  that	  are	  completely	  foreign	  to	  the	  environment	  as	  they	  were	  
distinctly	  from	  the	  SCOOT	  Carnival	  of	  the	  parallel	  universe.	  They	  usually	  consisted	  of	  SCOOT	  
World	  elements	  (characters,	  tents,	  games,	  sounds,	  etc)	  with	  some	  reference	  connecting	  them	  to	  
the	  site.	  These	  interfaces	  invited	  the	  players	  to	  interact	  in	  the	  environment	  in	  completely	  
unexpected	  ways.	  In	  this	  regard,	  the	  player	  has	  entered	  into	  the	  imaginary	  world	  of	  mischief	  
while	  still	  present	  in	  everyday	  and	  familiar	  environments.	  SCOOT	  installations	  are	  loud	  and	  
physical,	  inspired	  by	  the	  fun	  of	  the	  carnival	  sideshow	  and	  filled	  with	  SCOOT	  characters	  and	  guest	  
appearances	  from	  local	  historic	  legends.	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In Game Interactions with installed interfaces 
Balloon	  Slam:	  http://scootagency.com/works/slam/	  
Balloon	  Slam	  drew	  inspiration	  from	  carnival	  side-­‐show	  games	  that	  involve	  throwing	  objects	  at	  
targets.	  The	  physical	  setup	  involved	  an	  enclosed	  room,	  with	  one	  of	  the	  walls	  used	  for	  projection	  
of	  a	  SCOOT	  carnival	  scene	  with	  balloons	  floating	  up	  in	  the	  foreground.	  Players	  were	  required	  to	  
throw	  a	  ball	  at	  the	  projections	  of	  the	  balloons	  to	  ‘pop’	  them,	  gaining	  points	  until	  a	  countdown	  
timer	  ran	  out.	  A	  webcam	  monitored	  the	  projection	  area	  and	  enabled	  the	  game	  to	  determine	  if	  
the	  ball	  had	  hit	  (and	  therefore	  popped)	  a	  balloon.	  A	  certain	  number	  of	  points	  were	  required	  for	  a	  
clue	  to	  be	  revealed	  and	  allowing	  the	  players	  to	  progress	  on	  the	  game	  pathway.	  
Balloon	  Slam	  installed	  in	  the	  Melbourne	  Museum	  (2006)	  and	  Arts	  Centre,	  Brisbane	  (2007).	  
The	  ethnographers	  (Adkins	  et	  al,	  2006),	  who	  observed	  player	  interactions	  during	  the	  2006	  SCOOT	  
LBG	  Event,	  reported	  that	  installations	  such	  as	  the	  Balloon	  Slam	  game	  ‘subverted	  behavioural	  
conventions	  of	  this	  space’	  and	  that	  ‘many	  families	  were	  aware	  of	  these	  spaces	  from	  previous	  
visits,	  however	  they	  had	  to	  change	  their	  own	  behaviours	  to	  match	  game	  needs’.	  Balloon	  Slam’s	  
interaction	  model	  was	  by	  far	  the	  most	  physical	  amongst	  the	  installations.	  It	  required	  skills	  of	  
physical	  coordination,	  which	  could	  be	  improved	  upon	  with	  repeated	  practice,	  and	  was	  one	  of	  the	  
few	  installations	  where	  the	  player’s	  performance	  could	  be	  measured	  by	  score.	  As	  such,	  it	  
afforded	  excellent	  replay	  value,	  especially	  for	  those	  competitive	  players	  who	  valued	  their	  
performance	  status	  in	  the	  SCOOT	  community,	  by	  collecting	  high	  scores	  that	  were	  published	  on	  
the	  SCOOT	  Virtual	  World	  (http://youtu.be/rg_Y7Yc6ci4).	  While	  not	  strictly	  a	  multiplayer	  game,	  
Balloon	  Slam	  promoted	  cooperation	  among	  players	  as	  they	  realised	  this	  was	  the	  most	  effective	  
way	  of	  attaining	  a	  higher	  score.	  	  
Cheer	  Up:	  http://scootagency.com/works/cheerup/	  	  	  
CheerUp	  required	  a	  group	  of	  players	  to	  cheer	  on	  the	  SCOOT	  character	  PharCycle	  loudly	  enough	  
to	  encourage	  him	  to	  win	  a	  race	  against	  Omega	  Cartnega’s	  Dodgy	  Carnival	  creatures.	  The	  
amplitude	  (loudness)	  of	  the	  microphone	  input	  determined	  how	  rapidly	  the	  progress	  bar	  on	  the	  
game	  interface	  was	  filled.	  If	  the	  players	  managed	  to	  yell	  loudly	  and	  consistently	  enough	  for	  the	  
duration	  of	  ten	  seconds	  PharCycle	  would	  then	  present	  them	  with	  the	  next	  SMS	  clue.	  If	  the	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players	  failed	  to	  cheer	  sufficiently	  a	  Dodgy	  Carnie	  would	  win	  and	  prevent	  PharCycle	  from	  
revealing	  the	  clue,	  and	  the	  players	  would	  have	  to	  try	  again.	  	  
	  
The	  images	  top	  and	  bottom	  left	  were	  taken	  in	  February	  and	  April	  of	  2006	  while	  on	  a	  site	  analysis	  tour.	  
On	  such	  occasions,	  I	  collected	  imagery	  of	  all	  possible	  locations	  for	  installations.	  This	  space	  was	  highly	  
resourced	  with	  display	  and	  network	  technology	  but	  hardly	  noticed	  by	  visitors.	  During	  the	  SCOOT	  Event,	  
it	  was	  transformed	  into	  a	  colourful	  and	  loud	  space	  for	  group	  play.	  
Most	  players	  approached	  the	  game	  with	  a	  kind	  of	  awkwardness,	  tentative	  at	  first	  to	  engage	  the	  
unconventional	  form	  of	  sound-­‐only	  input,	  especially	  since	  making	  such	  noise	  is	  not	  normally	  
encouraged	  in	  museum	  spaces.	  However,	  they	  soon	  submitted	  when	  they	  realised	  this	  aural	  
input	  was	  required	  in	  order	  to	  pass	  the	  gameplay	  challenge	  and	  receive	  the	  next	  SMS	  clue	  to	  
progress	  on	  the	  game	  path.	  Eventually,	  players	  were	  observed	  trying	  a	  number	  of	  different	  
techniques	  of	  input,	  such	  as	  clapping,	  jumping,	  shouting	  phrases	  or	  just	  making	  crazy	  noises.	  
They	  did	  this	  to	  test	  which	  techniques	  were	  the	  most	  effective,	  before	  repeating	  the	  game	  to	  
attain	  a	  better	  score.	  Groups	  would	  often	  ask	  other	  groups	  to	  join	  them	  to	  make	  more	  noise,	  
making	  this	  one	  of	  the	  most	  popular	  of	  the	  game	  installations.	  	  A	  video	  is	  available	  on	  the	  SCOOT	  
Game	  YouTube	  channel	  (http://youtu.be/a2Y330wZoZE)	  that	  demonstrates	  the	  players	  initial	  
reluctance	  and	  eventual	  submission	  to	  the	  game’s	  challenge.	  	  
CheerUp	  was	  designed	  with	  the	  intention	  of	  encouraging	  interaction	  that	  was	  seemingly	  
subversive	  to	  the	  conventional	  decorum	  of	  its	  location.	  Indeed,	  groups	  of	  younger	  players	  
especially	  were	  enthusiastic	  in	  obliging.	  The	  noise	  envelope	  emanating	  from	  CheerUp	  afforded	  it	  
influence	  over	  a	  much	  larger	  area	  than	  it	  occupied	  physically,	  drawing	  attention	  from,	  and	  
guiding	  players	  along,	  the	  game	  path,	  as	  well	  as	  attracting	  interest	  from	  the	  general	  public	  (some	  
of	  whom	  would	  go	  on	  to	  play	  SCOOT).	  Adkins	  and	  Grant	  (2006)	  observed	  the	  player’s	  interaction	  
with	  CheerUp	  and	  reported	  that	  ‘the	  association	  of	  “quiet”	  in	  the	  library	  was	  directly	  challenged	  




The	  Creature	  Scanner:	  http://scootagency.com/works/scanner/	  
As	  demonstrated	  in	  the	  images	  bellow,	  the	  Creature	  Scanner	  device	  was	  one	  of	  the	  more	  
elaborate	  among	  the	  installations	  first	  presented	  at	  the	  State	  Library	  of	  Victoria	  in	  the	  2005	  
SCOOT	  Event.	  	  The	  spatial	  setup	  involved	  a	  wall	  to	  which	  were	  fixed	  a	  number	  of	  ‘marker’	  
icons.	  	  The	  custom	  made	  handheld	  device	  was	  essentially	  a	  small	  touch	  screen	  monitor	  that	  
displayed	  the	  video	  feed	  from	  a	  webcam	  that	  was	  mounted	  at	  the	  rear.	  	  The	  technology	  we	  used	  
was	  experimental,	  incorporating	  a	  modification	  of	  the	  AR	  Toolkit	  (by	  HitLab	  in	  New	  Zealand)	  and	  
computer	  vision	  software	  to	  recognise	  SCOOT	  creature	  icons	  distributed	  on	  the	  library	  walls	  
triggering	  the	  display	  of	  a	  3D	  character	  animations	  in	  the	  manner	  of	  Augmented	  Reality	  (similar	  
to	  that	  used	  by	  the	  makers	  of	  AR	  Quake	  mentioned	  in	  Section	  4/8.1).	  
To	  pass	  the	  game,	  a	  player	  was	  required	  to	  locate	  the	  characters	  of	  the	  ShardUp	  family	  (carnival	  
creatures)	  who	  were	  hiding	  among	  the	  symbols	  on	  the	  wall.	  	  Once	  the	  appropriate	  symbol	  was	  
located	  by	  the	  user,	  by	  aiming	  the	  webcam	  at	  it,	  the	  3D	  character	  animation	  would	  appear	  on	  the	  
handheld	  screen.	  	  At	  this	  point,	  the	  player	  used	  the	  touch	  screen	  on	  the	  handheld	  device	  to	  ‘grab’	  
the	  character	  in	  an	  animated	  ‘tractor	  beam’	  and	  drag	  him	  to	  the	  ‘creature	  disposable	  unit’	  (green	  
box)	  nearby.	  	  The	  player	  would	  repeat	  this	  process	  until	  all	  the	  ShardUp	  family	  members	  were	  
captured,	  at	  which	  point	  the	  next	  clue	  would	  appear	  on	  the	  touch	  screen.	  
The	  Creature	  Scanner	  (device	  and	  creature	  box)	  installed	  at	  the	  State	  Library	  of	  Victoria.	  Demonstrating	  
how	  three	  different	  groups	  engaged	  with	  this	  novel	  game	  interface.	  
The	  players	  enjoyed	  this	  installation,	  as	  it	  was	  a	  very	  novel	  experience	  that	  they	  had	  not	  expected	  
to	  find	  in	  the	  library.	  Adult	  players	  expressed	  the	  view	  that	  the	  State	  Library	  of	  Victoria	  was	  not	  
generally	  regarded	  as	  a	  space	  for	  children.	  	  Thus	  many	  families	  had	  never	  visited	  this	  site	  
	  
72	  
together	  before.	  	  Parents	  were	  glad	  of	  the	  inclusion	  of	  this	  path,	  as	  it	  gave	  them	  a	  reason	  to	  take	  
children	  into	  this	  space	  and	  introduce	  them	  to	  the	  library.	  As	  Adkins	  and	  Grant	  (2006)	  observed,	  
‘the	  game	  erased	  the	  divide	  between	  parents	  and	  children	  with	  one	  mother	  commenting	  “it	  
brought	  his	  world	  into	  my	  world”’.	  
Surprisingly,	  the	  main	  allure	  of	  the	  Creature	  Scanner	  for	  players	  seemed	  to	  be	  the	  complexity	  of	  
physical	  interaction	  afforded	  by	  the	  controller	  device.	  	  There	  was	  (when	  compared	  with	  the	  other	  
installations)	  a	  lesser	  degree	  of	  virtualisation	  between	  the	  conceptual	  game	  and	  the	  actual	  
activity.	  	  This	  tended	  to	  promote	  the	  suspension	  of	  disbelief	  in	  the	  game.	  Being	  one	  of	  the	  more	  
difficult	  controller	  devices	  to	  use	  (especially	  for	  younger	  children	  with	  less	  developed	  motor	  
function)	  many	  players	  required	  several	  attempts	  before	  getting	  the	  hang	  of	  Creature	  Scanner	  
yet	  persevered	  because	  the	  pay-­‐off	  of	  mastering	  it	  was	  so	  satisfying.	  	  
	  
Across	  Town	  Challenge:	  http://scootagency.com/works/tug/	  
	  
	  
The	  top	  two	  images	  were	  taken	  on	  an	  initial	  site	  tour	  at	  the	  Melbourne	  Museum	  in	  February	  2006.	  The	  
bottom	  three	  images	  are	  of	  the	  Across	  Town	  installed	  in	  the	  site	  pictured	  in	  the	  top	  left	  location.	  The	  
image	  to	  the	  left	  is	  of	  the	  Across	  Town	  game	  projected	  onto	  the	  screen	  showing	  a	  real-­‐time	  video	  feed	  
of	  players	  at	  the	  Melbourne	  Museum	  and	  ACMI	  as	  well	  as	  there	  respective	  gameplay	  interfaces.	  The	  
middle	  image	  is	  of	  a	  group	  interacting	  with	  the	  game’s	  controls	  and	  gesticulating	  to	  the	  team	  at	  ACMI.	  
The	  image	  on	  the	  right	  illustrates	  how	  the	  game	  attracted	  an	  audience	  of	  players	  waiting	  their	  turn	  and	  
curious	  museum	  visitors.	  
The	  three	  bottom	  images	  are	  of	  the	  ‘Across	  Town’	  SCOOT	  installations	  during	  the	  SCOOT	  
September	  2006	  event	  in	  the	  museums	  of	  Melbourne.	  This	  work	  is	  installed	  in	  the	  Melbourne	  
Museum	  and	  is	  connected	  to	  a	  second	  ‘Across	  Town’	  installation	  in	  ACMI.	  SCOOT	  groups	  play	  
against	  each	  in	  real	  time	  other	  across	  a	  distance	  of	  2	  kilometres.	  Video	  documentation	  of	  these	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installations	  can	  be	  viewed	  on	  the	  SCOOT	  YouTube	  channel	  http://youtu.be/WDdGo-­‐XYBqw.	  As	  
illustrated	  in	  the	  images	  and	  videos,	  the	  players	  are	  able	  to	  communicate	  with	  each	  other	  via	  a	  
video	  link	  as	  they	  challenge	  each	  other	  in	  a	  series	  of	  three	  games,	  competing	  for	  the	  next	  SMS	  
clue,	  which	  is	  revealed	  on	  screen	  to	  the	  winner.	  The	  above	  two	  images	  show	  the	  spaces	  at	  the	  
Melbourne	  Museum	  as	  I	  found	  them	  on	  2	  separate	  visits	  in	  February	  and	  July	  2006	  while	  on	  a	  site	  
analysis	  trip.	  These	  images	  together	  illustrate	  how	  a	  SCOOT	  interface	  can	  revitalise	  a	  space	  for	  
player	  interaction.	  
The	  SCOOT	  installations	  were	  designed	  to	  maximise	  the	  numbers	  of	  people	  interacting.	  These	  
zones	  of	  social	  interaction	  were	  shared	  by	  players,	  and	  other	  visitors	  to	  the	  site	  would	  often	  stop	  
to	  watch	  the	  games	  being	  played.	  However,	  non-­‐players	  did	  not	  have	  access	  to	  these	  experiences	  
as	  to	  start	  a	  game	  required	  a	  special	  SCOOT	  Agents	  password	  sent	  to	  players	  exclusively	  on	  their	  
mobile	  phones.	  This	  was	  done	  intentionally	  to	  signal	  the	  players	  as	  special	  members	  of	  the	  sites,	  
with	  extraordinary	  privileges.	  	  
The	  game	  content	  tells	  the	  story	  of	  two	  SCOOT	  characters:	  Splatyrpus,	  inspired	  by	  a	  platypus	  
exhibition	  at	  the	  museum,	  and	  The	  Professor,	  after	  a	  native	  magpie	  (bird)	  that	  was	  a	  frequent	  
visitor	  to	  ACMI	  at	  Federation	  Square	  during	  the	  early	  colonial	  era.	  The	  Professor	  was	  renowned	  
for	  disrupting	  public	  auctions	  at	  the	  site	  by	  swooping	  and	  chirping	  noisily.	  
	  
Other	  Installed	  Interfaces	  are	  presented	  and	  discussed	  on	  the	  Digital	  Exegesis:	  
Omega	  Carnega’s	  Memory	  Drone:	  http://scootagency.com/works/drone/	  
BarryBell	  and	  Drumbell:	  http://scootagency.com/works/drumbell/	  
6.3.5 Community Network Interfaces 
As	  SCOOT	  was	  being	  considered,	  new	  kinds	  of	  online	  services	  were	  having	  a	  major	  impact	  on	  our	  
entertainment	  culture.	  When	  SCOOT	  was	  first	  launched	  in	  2004,	  the	  phenomena	  of	  YouTube	  and	  
Facebook	  had	  not	  yet	  been	  fully	  appreciated	  as	  critical	  social	  and	  creative	  tools.	  There	  are	  now	  a	  
number	  of	  game-­‐like	  events	  that	  use	  existing	  web-­‐based	  networks	  and	  services	  such	  as	  YouTube	  
and	  Twitter	  to	  deliver	  game	  narratives	  and	  to	  animate	  game	  characters.	  Some	  events	  don’t	  start	  
out	  meaning	  to	  be	  a	  game	  or	  meaning	  to	  result	  in	  a	  change	  in	  people’s	  lives,	  but	  they	  do	  indeed	  




For	  SCOOT,	  it	  was	  the	  LonelyGirl15	  (2006)	  outbreak	  that	  created	  the	  greatest	  design	  ‘AHA!	  
Moment’	  (Moggridge,	  2007).	  In	  June	  2006,	  Lonelygirl15	  first	  appeared	  on	  YouTube.	  Otherwise	  
known	  as	  Bree,	  a	  young	  girl	  began	  posting	  her	  daily	  journal	  to	  YouTube,	  revealing	  her	  thoughts	  
and	  feelings	  about	  her	  parents,	  boyfriend	  and	  friends.	  Vlogging	  (video	  logs/diaries)	  was	  just	  
starting	  to	  get	  popular,	  particularly	  among	  teenage	  populations.	  In	  a	  very	  short	  time,	  Rose	  
captured	  the	  attention	  of	  millions	  of	  viewers.	  Her	  vlog	  titled	  “My	  First	  Kiss”	  
(http://youtu.be/Kd15ku_BVR0)	  has	  recorded	  a	  staggering	  17	  million	  viewers.	  However,	  Bree	  was	  
not	  a	  real	  teenager	  telling	  real	  stories	  of	  her	  real	  life.	  Bree	  was	  in	  fact	  an	  actress	  employed	  by	  
Mesh	  Flinders,	  a	  screenwriter	  and	  filmmaker;	  Miles	  Beckett,	  a	  surgical	  residency	  dropout	  turned	  
filmmaker;	  and	  Greg	  Goodfried,	  a	  former	  attorney.	  	  Once	  Bree	  was	  ‘outed’	  in	  September	  2006	  by	  
Foremski	  and	  Foremski	  (2006)	  it	  was	  realised	  that	  a	  game	  of	  sorts	  had	  been	  played	  by	  many	  fans	  
who	  were	  looking	  for	  clues	  as	  to	  the	  legitimacy	  of	  Bree.	  The	  actress,	  Jessica	  Rose,	  had	  been	  
followed,	  and	  photographs	  of	  her	  were	  collected	  and	  distributed	  on	  fan	  forums.	  The	  makers	  of	  
Lonelygirl15,	  referred	  to	  as	  ‘perpetrators’	  by	  New	  York	  Times	  reporters	  Heffernan	  and	  Zeller	  
(2006),	  had	  recruited	  Jessica	  Rose	  from	  her	  MySpace	  profile,	  which	  was	  deleted	  when	  she	  took	  
up	  her	  role	  as	  Rose.	  There	  was	  a	  massive	  outrage	  among	  some	  of	  her	  fans,	  who	  felt	  betrayed	  and	  
deceived	  by	  the	  makers	  of	  LonelyGirl15.	  The	  impact	  of	  this	  event	  was	  that	  it	  brought	  into	  
question	  the	  legitimacy	  of	  all	  vlogs	  posted	  by	  young	  YouTube	  users.	  But,	  more	  importantly,	  once	  
the	  furore	  was	  calmed,	  people	  began	  to	  realise	  that	  there	  was	  no	  actual	  rules	  of	  legitimacy,	  as	  
such.	  That	  YouTube	  could	  in	  fact	  offer	  immense	  distribution	  opportunities	  for	  both	  amateur	  and	  
professional	  filmmakers.	  The	  makers	  of	  LonelyGirl15	  now	  host	  a	  YouTube	  channel	  broadcasting	  a	  
number	  of	  teen	  sitcoms	  to	  millions	  of	  viewers	  without	  the	  restrictions	  and	  costs	  normally	  
associated	  with	  the	  television	  and	  film	  industries.	  	  
The	  even	  more	  recent	  internet	  phenomena	  of	  digital	  social	  networks	  (DSNs)	  such	  as	  FaceBook,	  
Twitter	  and	  Flickr	  brought	  some	  fresh	  influence	  on	  the	  design	  of	  the	  SCOOT	  LBG.	  These	  networks	  
are	  all	  web-­‐based	  and	  present	  opportunities	  for	  people	  to	  interact	  around	  social	  and	  cultural	  
ideas	  and	  activities.	  It	  became	  of	  interest	  to	  this	  study	  as	  networks	  could	  support	  and	  maintain	  a	  
community	  of	  players	  that	  formed	  during	  a	  SCOOT	  LBG.	  However,	  SCOOT	  is	  a	  time-­‐limited	  event	  
with	  a	  definite	  end,	  and	  I	  understood	  community	  as	  a	  group	  of	  people	  sustained,	  through	  mutual	  
interest,	  for	  a	  more	  significant	  period	  of	  time.	  A	  group	  of	  people	  can	  meet,	  but	  a	  level	  of	  
commitment,	  or	  at	  least	  repeated	  interaction,	  makes	  it	  a	  community,	  otherwise	  it	  is	  just	  a	  
temporary	  gathering	  of	  people	  interested	  in	  similar	  activities.	  	  
These	  digital	  social	  networks	  (DSNs),	  such	  as	  Facebook,	  MySpace	  and	  Twitter,	  can	  reveal	  a	  great	  
deal	  about	  what	  tools,	  services	  and	  activities	  can	  help	  create	  and	  sustain	  an	  expanding,	  dynamic	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system	  of	  relationships.	  Web	  environments	  such	  as	  DSNs	  have	  effectively	  emphasised	  individual	  
autonomy	  and	  agency	  as	  well	  as	  group	  interactions.	  In	  reference	  to	  cyber	  worlds,	  Wellman	  
(2001)	  states,	  ‘each	  person	  is	  the	  operator	  of	  his/her	  personal	  community	  network.’	  Kitchin	  
(1998)	  also	  attributes	  the	  success	  of	  virtual	  communities	  by	  the	  fact	  that	  they	  are	  ‘based	  upon	  
our	  interests	  and	  affinity,	  rather	  than	  coincidence	  of	  location.’	  	  
Games,	  too,	  have	  this	  potential	  to	  bring	  communities	  of	  interest	  together	  to	  collaborate	  and	  
compete.	  In	  many	  dynamic	  computer	  games,	  community	  members	  can	  have	  complex	  
relationships	  with	  other	  players	  as	  they	  negotiate	  interactions	  within,	  and	  outside	  of,	  game	  
environments	  as	  real	  and	  imagined	  characters.	  This	  provides	  a	  rich	  place	  to	  explore	  what	  makes	  a	  
gaming	  community	  (casual,	  committed	  or	  hard	  core	  obsessed)	  feel	  such	  a	  sense	  of	  membership,	  
agency	  and	  control.	  How	  can	  the	  ‘game’	  half	  of	  SCOOT	  contribute	  to	  the	  ‘place’	  half	  of	  the	  
player’s	  experience?	  What	  gaming	  conventions	  can	  be	  brought	  to	  the	  physical,	  everyday	  
environment	  that	  may	  be	  missing	  for	  some	  visitors	  to	  the	  physical	  settings,	  especially	  the	  feelings	  
of	  membership,	  agency	  and	  control?	  	  
After	  delving	  into	  many	  of	  the	  game	  related	  DSNs	  I	  decided	  on	  the	  following	  categories	  of	  
network	  types	  in	  an	  effort	  to	  select	  certain	  DSN	  mechanics	  and	  services	  to	  support	  the	  SCOOT	  
community	  before,	  during	  and	  after	  an	  LBG	  event.	  In	  each	  case,	  the	  game	  world	  intersects	  with	  
the	  personal	  world	  of	  the	  players.	  
− Player	  support	  DSNs	  -­‐	  developer	  networks	  (forums	  and	  chat	  rooms)	  for	  updates	  and	  
communication	  with	  players,	  such	  as	  the	  SCOOT	  YouTube	  channel	  
http://www.youtube.com/scootgame	  
− Fan-­‐based	  DSNs	  –	  sites	  and	  profiles	  created	  and	  maintained	  solely	  by	  individual	  or	  
groups	  of	  fans.	  	  
− DSN	  extensions	  of	  the	  fictional	  world	  –	  sites	  that	  present	  the	  game	  world	  and	  narrative	  
beyond	  the	  event.	  
− Exclusively	  fictional	  DSNs	  –	  fake	  websites	  and	  profiles	  that	  are	  seemingly	  maintained	  by	  
game	  characters.	  
 
In Game Interactions 
These	  interfaces	  are	  not	  necessarily	  available	  on-­‐site,	  unless	  they	  are	  installed	  on	  computers	  on	  
location	  during	  an	  event.	  However,	  these	  interfaces	  are	  a	  vital	  part	  of	  the	  SCOOT	  experience	  in	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that	  they	  enable	  players	  that	  have	  met	  at	  a	  SCOOT	  Event	  to	  continue	  interacting	  with	  the	  SCOOT	  
community.	  	  
	  
Above	  are	  examples	  of	  the	  public	  and	  virtual	  DSN	  interfaces.	  First	  is	  the	  SCOOT	  Community	  blog	  
that	  announces	  and	  reports	  on	  SCOOT	  Events.	  Second	  is	  one	  of	  the	  SCOOT	  postcards	  collected	  by	  
the	  players	  throughout	  the	  event	  that	  indicates	  the	  online	  addresses	  (URLs)	  of	  the	  various	  SCOOT	  
websites.	  Third	  is	  a	  screenshot	  of	  the	  SCOOT	  virtual	  world,	  known	  as	  Omega	  Carnega’s	  Dodgy	  
Carnival,	  where	  players	  chat	  with	  each	  other	  and	  SCOOT	  characters,	  play	  games	  and	  check	  their	  
progress.	  The	  last	  image	  is	  a	  screen	  shot	  of	  the	  SCOOT	  game	  Flickr	  website	  
(http://www.flickr.com/photos/scootgame/)	  where	  SCOOT	  Event	  photographs	  are	  posted	  for	  
player	  comments.	  The	  image	  below	  is	  a	  screen	  grab	  of	  a	  SCOOT	  characters	  fake	  Facebook	  profile.	  
This	  was	  introduced	  late	  in	  the	  SCOOT	  LBG	  cycle	  and	  was	  difficult	  to	  exploit	  as	  intended	  simply	  
because	  Facebook	  profiles	  were	  not	  public	  at	  the	  time	  and	  therefore	  not	  easy	  for	  players	  to	  






This	  section	  has	  concentrated	  on	  presenting	  the	  individual	  interfaces	  as	  artefacts	  of	  an	  
interaction	  design	  practice.	  I	  now	  turn	  your	  attention	  to	  the	  next	  complication	  in	  the	  LBG	  design	  
process,	  that	  is,	  the	  coordination	  of	  the	  interfaces	  into	  a	  game	  activity	  that	  achieves	  the	  
objectives	  of	  playful	  intervention	  and	  transformation	  of	  inherited	  place-­‐based	  interpretations	  
and	  interactions.	  I	  have	  determined	  that	  there	  are	  two	  distinct	  areas	  to	  be	  analysed	  in	  order	  to	  
do	  this	  effectively.	  	  
1. How	  computer	  games	  have	  successfully	  facilitated	  related	  experiences	  in	  virtual	  narrative	  
spaces	  
2. How	  physical	  urban	  spaces	  may	  limit	  and	  permit	  game-­‐like	  interactions	  	  	  
The	  next	  section	  presents	  how	  techniques	  used	  to	  develop	  computer	  games	  may	  inform	  how	  the	  
SCOOT	  interfaces	  could	  work	  together	  as	  a	  curated	  experience	  transforming	  institutional	  spaces	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7 ADOPTING KEY FEATURES OF GAMES IN VIRTUAL 
WORLDS 
Games	  are	  vital	  and	  often	  good-­‐natured	  ways	  to	  engage	  in	  complex	  situations.	  Games	  can	  be	  fun,	  
thrilling	  and	  thoughtful	  experiences.	  In	  a	  lively	  way,	  players	  can	  experiment	  with	  different	  roles	  in	  
various	  cultural	  settings	  and	  can	  achieve	  satisfaction	  from	  resolving	  set	  tasks	  and	  challenges	  
through	  varying	  degrees	  of	  collaboration	  and	  competition.	  Computer	  games	  can	  stimulate	  the	  
imagination	  as	  players	  explore	  worlds	  and	  share	  stories	  of	  encounters	  and	  adventures.	  Players	  
are	  transported	  into	  these	  worlds	  as	  avatars,	  represented	  as	  simple	  objects	  (cursor	  icons)	  or	  
complex	  characters	  (with	  goals,	  attitudes	  and	  attributes).	  With	  most	  computer	  games	  the	  player	  
must	  traverse	  through	  virtual	  spaces	  either	  familiar	  or	  fantastic,	  complete	  challenges	  and	  collect	  
inventory.	  Players	  progress	  in	  the	  game	  as	  they	  become	  better	  orientated	  to	  the	  space	  and	  
skilled	  at	  performing	  roles	  and	  are	  normally	  rewarded	  for	  their	  efforts	  with	  more	  inventory,	  new	  
spaces	  or	  higher	  score	  status.	  Many	  games	  are	  designed	  to	  increase	  in	  complexity	  as	  the	  players	  
progress,	  matching	  their	  increasing	  confidence.	  This	  incremental	  progression	  into	  greater	  
difficulty	  is	  also	  a	  good	  design	  strategy	  for	  sustaining	  a	  player’s	  sense	  of	  anticipation,	  as	  the	  
potential	  for	  discovery	  and	  opportunity	  for	  advancement	  is	  maintained.	  	  
Conversely,	  games	  may	  simulate	  only	  limited	  versions	  of	  the	  real	  world	  and	  may	  not	  present	  the	  
most	  engaging	  narratives,	  but	  they	  can	  offer	  a	  very	  real	  way	  to	  explore	  and	  experiment	  through	  
role-­‐play	  within	  narrative	  frameworks	  that	  are	  often	  rich	  with	  social	  opportunities.	  	  
SCOOT	  is	  explicitly	  an	  experiment	  in	  embedding	  gameplay	  activities	  in	  local	  urban	  spaces.	  As	  the	  
designer	  and	  researcher,	  I	  am	  interested	  in	  what	  new	  kinds	  of	  social	  and	  creative	  interactions	  
might	  emerge	  from	  a	  third	  liminal	  space	  that	  intersects	  cultural	  and	  public	  places.	  This	  third	  
space,	  embodying	  SCOOT,	  is	  designed	  to	  be	  a	  shared	  imaginary	  space	  that	  is	  inspired	  by	  history,	  
place	  and	  one’s	  everyday	  interactions	  with	  others.	  SCOOT	  is	  inspired	  by	  games	  that	  provide	  
players	  with	  tools	  that	  offer	  opportunities	  for	  communal	  discovery,	  socialisation	  and	  creativity.	  	  
This	  study	  began	  with	  an	  assumption	  that	  a	  location-­‐based	  game	  could	  function	  in	  the	  same	  way	  
as	  a	  computer	  game	  by	  simply	  superimposing	  game	  aesthetics	  and	  gameplay	  mechanics	  onto	  
familiar	  local	  urban	  spaces.	  But	  it	  soon	  became	  very	  apparent	  that	  games	  alone	  are	  complex	  
artefacts	  to	  design	  and	  urban	  places	  are	  equally	  complicated	  systems	  for	  intervention.	  Computer	  
games	  and	  real	  places	  are	  made	  up	  of	  multiple	  intersecting	  components	  that	  are	  technical	  and	  
social,	  temporal	  and	  spatial,	  virtual	  and	  physical.	  They	  are	  both	  made	  up	  of	  systems	  (engines,	  
interfaces,	  media)	  and	  parts	  of	  systems	  (networks	  and	  communities).	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While	  engaging	  in	  a	  case	  study	  analysis	  of	  computer	  games	  (summarised	  here),	  I	  have	  given	  
particular	  attention	  to	  how	  games	  work	  to	  motivate	  players	  through	  spaces,	  engage	  in	  narratives,	  
collaborate	  with	  others	  and	  express	  their	  own	  ideas.	  To	  find	  out	  what	  features	  and	  mechanisms	  
are	  adopted	  by	  games,	  I	  combined	  research	  into	  games	  literature	  with	  a	  reflective	  account	  of	  
personal	  game-­‐play	  experiences.	  	  
I	  focus	  on	  four	  broad	  features	  of	  gameplay	  that	  could	  be	  effectively	  exploited	  during	  the	  design,	  
development	  and	  evaluation	  of	  a	  SCOOT	  Event,	  namely,	  exploration,	  role-­‐play,	  and	  competition.	  
I	  also	  describe	  how	  games	  can	  inspire	  independent	  player	  content	  creation.	  These	  features	  of	  a	  
computer	  game	  represent	  exponential	  stages	  of	  potential	  transformation	  as	  the	  player’s	  control	  
and	  agency	  increases	  from	  simple	  spatial	  orientation	  to	  creative	  acts	  of	  contribution.	  	  
This	  presentation	  of	  my	  case	  study	  analysis	  demonstrates	  a	  personal	  interest	  in,	  and	  experience	  
with,	  the	  games	  that	  intersect	  genres	  such	  as	  role	  playing	  games	  (RPG),	  character	  adventure	  
games	  (CAG),	  simulation	  ‘god’	  games	  and	  the	  relatively	  new	  category	  of	  alternate	  reality	  games	  
(ARG).	  Game	  categories	  are	  often	  referred	  to	  differently.	  I	  have	  selected	  to	  discuss	  games	  that	  
offer	  insights	  into	  the	  way	  a	  player	  can	  engage	  in	  and	  around	  a	  game	  world	  creatively,	  
progressively	  and	  collaboratively.	  For	  example,	  in	  RPGs	  the	  game	  relies	  almost	  entirely	  on	  the	  
players’	  ability	  to	  independently	  design	  and	  evolve	  a	  character	  that	  they	  pretend	  to	  inhabit.	  The	  
rules	  for	  designing	  this	  character	  are	  broad	  and	  quite	  complex	  if	  you	  chose	  to	  engage	  with	  a	  high	  
level	  of	  commitment.	  As	  a	  player	  in	  a	  CAG,	  you	  control	  the	  actions	  and	  development	  of	  a	  
character	  within	  a	  world,	  however	  you	  do	  not	  have	  control	  over	  the	  initial	  formulation	  of	  that	  
character.	  The	  character	  is	  pre-­‐defined	  by	  the	  game	  design	  and	  this	  character	  would	  evolve	  in	  
similar	  ways	  regardless	  of	  who	  was	  playing	  the	  game,	  as	  the	  world	  is	  totally	  pre-­‐defined.	  In	  a	  God	  
game,	  such	  as	  the	  SIMs	  series,	  the	  parameters	  of	  both	  the	  world	  and	  the	  player	  are	  determined	  
by	  the	  game	  rules	  in	  a	  similar	  way	  to	  an	  RPG.	  However,	  the	  characters’	  evolution	  has	  limits	  
defined	  by	  the	  game’s	  programmed	  understanding	  of	  achieving	  the	  game	  goal	  (as	  in	  the	  case	  of	  
the	  Sims,	  where	  achieving	  an	  ideal	  domestic	  happiness	  is	  the	  ultimate	  goal	  of	  the	  game).	  
An	  early	  writer	  on	  this	  topic,	  Avedon	  (1971),	  posed	  such	  questions	  as:	  What	  are	  games?	  Are	  they	  
things	  in	  the	  sense	  of	  artefacts?	  Are	  they	  behavioural	  models,	  or	  simulations	  of	  social	  situations?	  
Are	  they	  vestiges	  of	  ancient	  rituals,	  or	  magical	  rites?	  As	  Avedon	  (1971)	  rightly	  concluded,	  ‘it	  is	  
difficult	  and	  even	  curious	  when	  one	  tries	  to	  answer	  the	  question	  “what	  are	  games”,	  since	  it	  is	  
assumed	  that	  games	  are	  many	  things	  and	  at	  the	  same	  time	  specific	  games	  are	  different	  from	  one	  
another?’	  	  
Prolific	  author	  on	  all	  things	  game	  design,	  Eric	  Zimmerman	  (2006),	  proposed	  a	  different	  question	  
that	  has	  resonated	  with	  me	  throughout	  this	  study.	  Instead	  of	  asking	  ‘what	  are	  games’,	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Zimmerman	  posed	  to	  the	  audience	  at	  the	  Gaming	  Realities	  Conference	  in	  Athens:	  ‘what	  does	  the	  
game	  want?’	  	  This	  suggests	  viewing	  the	  game	  artefact	  as	  a	  stakeholder	  in	  its	  own	  making	  and	  
presentation.	  Such	  a	  radical	  view	  makes	  the	  ‘wants’	  of	  the	  finished	  artefact	  the	  focus	  of	  all	  design	  
decisions,	  developmental	  processes	  and	  collaborative	  direction.	  This	  perspective	  also	  provides	  a	  
special	  way	  to	  analyse	  the	  impact	  and	  success	  of	  any	  created	  game’s	  eventual	  release	  to	  the	  
public	  sphere,	  independent	  of	  the	  many	  personal	  desires	  and	  agendas	  of	  the	  collaborating	  
designers,	  developers,	  sponsors	  and	  players.	  Similarly,	  Kelly	  (2010),	  in	  his	  book	  titled	  ‘What	  
Technology	  Wants’	  coincidently	  states	  that	  	  
In	  order	  to	  decide	  how	  to	  respond	  to	  technology,	  we	  have	  to	  first	  figure	  out	  what	  
technology	  wants…	  Seeing	  our	  world	  through	  technology’s	  eyes	  has,	  for	  me,	  
illuminated	  its	  larger	  purpose.	  And	  recognising	  what	  it	  wants	  has	  reduced	  much	  of	  
my	  own	  conflict	  in	  deciding	  where	  to	  place	  myself	  in	  its	  embrace	  (Kelly,	  2010,	  18).	  	  
7.1.1 What SCOOT Wants 
Essentially	  SCOOT	  wants	  to	  be	  an	  agent	  of	  change	  for	  both	  the	  collaborating	  artists	  and	  
participating	  users,	  transforming	  mundane	  experiences	  in	  place	  into	  playful	  adventures.	  The	  
potential	  relationship	  between	  the	  player,	  the	  character	  and	  the	  world	  is	  of	  particular	  interest	  to	  
this	  study,	  as	  it	  is	  the	  focus	  of	  the	  design	  approach	  for	  SCOOT.	  It	  is	  clear	  that	  the	  existing	  
relationship	  a	  player	  may	  have	  to	  their	  local	  site	  (or	  a	  visitor	  to	  a	  new	  location)	  is	  of	  utmost	  
significance.	  It	  is	  the	  intention	  of	  SCOOT	  to	  enhance	  such	  an	  existing	  relationship,	  but	  also	  to	  
expand	  in	  a	  way	  that	  may	  reveal	  other	  potential	  opportunities	  within	  the	  site	  that	  the	  player	  had	  
not	  previously	  considered.	  	  As	  a	  result	  of	  such	  emergent	  consequences,	  it	  is	  also	  a	  prime	  concern	  
that	  SCOOT	  provides	  the	  participants	  with	  a	  resonance	  in	  the	  site,	  both	  perceptually	  and	  
physically.	  	  It	  is	  for	  this	  reason	  that	  I	  looked	  for	  interactions	  not	  only	  within	  the	  parameters	  of	  a	  
defined	  game	  world	  but	  also	  in	  the	  interactions	  that	  take	  place	  before,	  after	  and	  around	  it.	  
7.2 Player Orientation and Exploration 
When	  beginning	  a	  new	  game,	  the	  first	  challenge	  for	  the	  player	  is	  to	  orientate	  themselves	  to	  the	  
new	  virtual	  setting.	  Players	  will	  need	  to	  know	  how	  to	  control	  their	  avatar	  movement	  through	  the	  
space,	  regardless	  of	  whether	  their	  progress	  is	  controlled	  using	  simple	  arrows	  on	  a	  keyboard	  or	  
more	  complex	  remotes	  like	  the	  Wii	  controller.	  Then	  they	  will	  need	  to	  determine	  the	  game	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objective	  (quest,	  mission,	  etc)	  and	  the	  method	  for	  progressing	  (collecting	  inventory,	  scoring	  
points,	  etc.)	  	  
Zelda	  (1986–2011)	  could	  be	  described	  as	  a	  CAG,	  and	  has	  the	  lowest	  level	  of	  player	  control	  and	  
agency	  out	  of	  all	  of	  the	  games	  I	  mention	  from	  here	  on.	  Specifically,	  in	  that	  the	  player	  cannot	  
control	  their	  position	  in	  the	  game;	  instead,	  they	  must	  follow	  a	  certain	  progression	  through	  the	  
game	  world	  depending	  on	  their	  ability	  to	  solve	  puzzles	  along	  the	  way.	  Also,	  they	  simply	  inhabit	  
the	  predefined	  character,	  Zelda.	  Players	  have	  no	  real	  agency	  over	  the	  attributes	  or	  growth	  of	  the	  
character,	  or	  over	  the	  outcomes,	  as	  they	  are	  also	  predetermined	  and	  the	  player	  can	  only	  affect	  
the	  level	  of	  success	  within	  a	  range	  of	  scores.	  This	  leaves	  the	  player	  very	  aware	  that	  they	  are	  
playing	  within	  a	  pre-­‐programmed	  system	  that	  they	  are	  competing	  against.	  However,	  they	  can	  
improve	  their	  skills	  and	  their	  score	  status	  by	  replaying	  the	  game	  and	  repeating	  the	  puzzles.	  	  As	  
with	  many	  games,	  the	  initial	  experience	  is	  one	  of	  exploration	  and	  discovery,	  and	  the	  subsequent	  
repeats	  of	  play	  are	  about	  improving	  the	  players’	  knowledge	  of	  the	  game	  world,	  the	  character	  
limits	  and	  the	  system	  rules.	  Of	  particular	  interest	  is	  the	  history	  of	  Zelda,	  which	  reveals	  the	  impact	  
of	  changing	  technologies	  on	  the	  design	  of	  the	  game	  and	  the	  context	  in	  which	  it	  is	  played.	  Zelda	  
has	  its	  early	  origins	  in	  books	  and	  tapes,	  and	  has	  had	  multiple	  other	  manifestations	  since.	  	  As	  a	  
result,	  the	  game	  world	  and	  narrative	  has	  been	  able	  to	  grow	  along	  with	  its	  players,	  allowing	  the	  
world	  and	  characters	  to	  evolve	  in	  complexity,	  affecting	  a	  dedicated	  player	  following.	  Significantly,	  
the	  earlier	  book	  and	  board	  game	  versions	  (illustrated	  in	  the	  first	  two	  images	  below)	  have	  a	  very	  
domestic	  feeling	  about	  them.	  Although	  the	  technology	  is	  much	  less	  complex	  than	  the	  third	  and	  
fourth	  versions	  (depicted	  on	  the	  right	  from	  www.nintendo.com),	  the	  images	  on	  the	  left	  illustrate	  
that	  the	  earlier	  game	  experience	  is	  incorporated	  into	  the	  surrounding	  domestic	  environment	  and	  
is	  likely	  to	  involve	  the	  entire	  family.	  I	  imagine	  the	  players	  of	  these	  versions	  have	  the	  potential	  to	  
embellish	  the	  game	  experience	  with	  their	  own	  personal	  inflections	  and	  relationships.	  Unlike	  the	  
more	  advanced	  versions,	  that	  no	  doubt	  offer	  more	  scope	  for	  exploration	  and	  complex	  challenges,	  
are	  designed	  as	  a	  single	  player	  interface,	  disengaged	  from	  other	  people	  and	  surfaces	  of	  the	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Although	  Zelda	  contains	  a	  set	  of	  complex	  interrelated	  goals	  and	  puzzles	  dispersed	  throughout	  an	  
expansive	  virtual	  world,	  it	  appears	  that	  even	  very	  young	  players	  are	  generally	  tolerant	  of	  being	  
out	  of	  control	  as	  they	  learn	  the	  game	  rules	  through	  hours	  of	  trial	  and	  error	  explorations.	  
However,	  as	  Johnson	  (2002)	  states,	  	  ‘the	  challenge	  is	  to	  achieve	  this	  ...in	  ways	  that	  move	  beyond	  
the	  insulting	  residue	  of	  princess	  and	  magic	  spells’.	  
As	  Johnson	  (2002)	  points	  out,	  these	  youngsters	  prove	  to	  be	  able	  to...	  
− decode	  the	  complex	  landscape	  on	  screen	  
− guess	  at	  causal	  relationships	  between	  actions	  and	  results	  
− build	  working	  hypotheses	  about	  the	  systems	  underlying	  rules	  
In	  a	  similar	  way,	  players	  approach	  a	  SCOOT	  environment	  with	  an	  expectation	  of	  exploring	  a	  new	  
space,	  regardless	  of	  it	  being	  a	  real	  environment	  and	  not	  a	  virtual	  one.	  They	  begin	  with	  an	  
expectation	  that	  the	  familiar	  setting	  is	  now	  a	  game	  space.	  They	  are	  on	  a	  mission	  to	  discover	  game	  
interfaces	  by	  traversing	  alternative	  pathways.	  Mission	  details	  are	  received	  as	  a	  series	  of	  secret	  
SMS	  messages	  instructing	  the	  groups	  through	  familiar	  places	  in	  unfamiliar	  ways.	  The	  groups	  
follow	  clues	  to	  find	  the	  carnival	  games	  that	  have	  mysteriously	  appeared	  in	  hidden	  locations,	  
creating	  disturbances.	  Once	  they	  find	  these	  consoles	  it	  is	  their	  mission	  to	  engage	  in	  the	  games	  to	  
defeat	  the	  Dodgy	  Creatures.	  Along	  the	  way	  they	  must	  seek	  out	  information	  on	  the	  site	  and	  report	  
back	  to	  SCOOT	  Agency	  as	  reply	  SMS.	  Not	  only	  is	  this	  an	  opportunity	  to	  reveal	  narratives	  of	  place	  
and	  highlight	  the	  features	  it	  offers,	  but	  it	  also	  demonstrate	  new	  ways	  of	  navigating	  through	  the	  
space	  in	  alternative	  playful	  ways	  (as	  illustrated	  in	  the	  images	  below,	  as	  the	  players	  follow	  a	  path	  
from	  authentic,	  to	  appropriated,	  to	  installed/virtual,	  interfaces).	  	  
	  
SCOOT	  players	  at	  the	  2006	  SCOOT	  LBG	  Event	  in	  Melbourne	  
It	  was	  important	  that	  the	  everyday	  objects	  and	  cultural	  artefacts	  were	  combined	  with	  novel	  
game	  interactions,	  imbuing	  the	  space	  with	  a	  new	  narrative	  framework.	  As	  Callero	  (2010)	  points	  
out,	  within	  the	  museum	  walls	  ‘humans	  have	  a	  sophisticated	  system	  of	  signs	  and	  gestures	  that	  
enable	  and	  constrain	  perception,	  reflection,	  and	  action’.	  	  Of	  course	  these	  systems	  of	  social	  and	  
cultural	  practice	  have	  been	  inherited.	  SCOOT	  provides	  a	  framework	  for	  players	  to	  re-­‐orient	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themselves	  within	  the	  physical	  boundaries	  of	  the	  museum	  space	  and	  reconsider	  the	  cultural	  
conventions	  that	  may	  have	  previously	  limited	  their	  interpretation,	  access	  and	  interaction,	  
resulting	  in	  a	  new	  sense	  of	  agency	  and	  creative	  action.	  
7.3 Role-Play Opportunities 
Ultimately,	  the	  SCOOT	  experience	  offers	  opportunities	  for	  each	  player	  to	  interact	  with	  other	  
players	  as	  co-­‐conspirators	  in	  the	  intervention	  and	  co-­‐creators	  in	  new	  narratives.	  SCOOT	  
recognises	  that	  part	  of	  the	  success	  of	  computer	  games	  and	  digital	  social	  networks	  is	  that	  the	  
experience	  is	  formalised	  through	  a	  reflexive	  process	  of	  communal	  recognition,	  reflection	  and	  
acceptance.	  In	  many	  cases,	  players	  feel	  at	  home	  in	  virtual	  environments	  as	  a	  result	  of	  sharing	  
unique	  experiences	  with	  other	  players	  in	  an	  exclusive	  membership.	  As	  Schirato	  and	  Webb	  (2003)	  
point	  out,	  ‘reflexivity	  is	  best	  understood	  as	  a	  collective,	  rather	  than	  an	  individual	  process.’	  Collero	  
(2003)	  concurs,	  stating	  ‘reflexivity	  is	  not	  a	  biological	  given	  but	  rather	  emerges	  from	  the	  social	  
experience.’	  	  
Players	  move	  through	  familiar	  settings	  as	  registered	  SCOOT	  Agents,	  referred	  to	  in	  the	  game	  as	  
S’Avatars.	  They	  are	  given	  ID	  tags	  to	  wear	  during	  the	  game	  event	  that	  signify	  to	  other	  groups	  their	  
S’Avatar	  name	  and	  their	  shared	  membership	  in	  the	  game	  event.	  In	  this	  way	  the	  players	  become	  
‘social	  actors’	  in	  familiar	  places	  rather	  than	  passing	  consumers	  or	  mere	  cursors	  in	  a	  fictional	  game	  
world.	  Turkle	  (1996)	  refers	  to	  ‘parallel	  life’	  for	  those	  who	  engage	  in	  role-­‐playing	  games.	  Callero	  
(2010)	  adds	  that	  in	  RPG	  environments	  ’actors	  feel	  liberated	  in	  their	  opportunity	  to	  express	  
different	  aspects	  of	  the	  self…	  that	  add	  a	  new	  dimension	  to	  the	  physical	  and	  symbolic	  
environment	  of	  everyday	  lives’.	  SCOOT	  attempts	  to	  offer	  three	  kinds	  of	  role-­‐play	  (character	  
states)	  so	  that	  the	  player	  can	  experiment	  with	  alternative	  perspectives	  and	  performances	  in	  the	  
sites	  of	  play:	  
− As	  self	  –	  family	  member,	  student,	  art	  enthusiast,	  game	  player,	  etc.	  
− As	  a	  familiar	  character	  –	  secret	  agent,	  detective,	  racing	  driver,	  etc.	  
− As	  a	  fantasy	  character	  –	  carnival	  creature,	  alien	  saboteur.	  
Janet	  Murray	  (2007)	  suggests	  that	  computer	  games	  have	  the	  potential	  to	  ‘expand	  our	  cognitive	  
powers	  by	  offering	  us	  new	  ways	  of	  representing	  the	  world…	  providing	  worlds	  that	  are	  always	  
open	  to	  interruption	  and	  intervention’.	  I	  argue	  that	  SCOOT	  further	  enables	  this	  incredible	  
potential	  by	  transplanting	  such	  interruptions	  from	  the	  realm	  of	  computer	  representations	  to	  the	  
actual	  experience	  of	  everyday	  environments	  and	  the	  interactions	  with	  friends	  and	  strangers	  alike	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in	  real	  time	  and	  in	  real	  spaces.	  It	  is	  a	  significant	  mechanism	  of	  RPG	  games	  that	  can	  provide	  
players	  with	  what	  Webb	  (2001)	  describes	  as	  ‘a	  reflexive	  space	  to	  break	  with	  pre-­‐existing	  features	  
of	  social	  identity’.	  By	  mixing	  up	  the	  established	  and	  fantastic	  conventions	  of	  self	  and	  place,	  both	  
are	  brought	  into	  question	  as	  the	  boundaries	  are	  intersected.	  	  
A	  popular	  exemplar	  of	  an	  RPG	  is	  the	  SIMS	  series,	  created	  by	  Will	  Wright	  and	  published	  by	  
Electronic	  Arts.	  Players	  are	  instructed	  to:	  	  
− Create	  Your	  Sims	  [Artificial	  Intelligence	  character]:	  Design	  the	  personalities,	  skills,	  and	  
appearance	  of	  dozens	  of	  original	  Sims.	  You	  can	  even	  re-­‐create	  yourself,	  your	  family,	  and	  
your	  friends.	  
− Build	  Their	  Homes:	  Move	  your	  Sims	  into	  pre-­‐built	  homes	  or	  design	  your	  dream	  home	  
from	  the	  ground	  up	  
− Run	  Their	  Lives:	  Lead	  your	  Sims	  to	  happiness	  by	  pursuing	  careers,	  making	  friends	  and	  
finding	  romance.	  	  (http://thesims.ea.com/)	  
As	  a	  ‘God	  Game’	  The	  SIMs	  has	  had	  its	  fair	  share	  of	  user	  control	  issues.	  Since	  players	  cannot	  
realistically	  be	  ‘ever	  present’	  or	  omnipotent,	  they	  often	  neglect	  their	  AI	  characters	  as	  they	  tend	  
to	  life’s	  other	  necessities.	  The	  pre-­‐release	  version	  of	  Sims	  depended	  on	  almost	  total	  user	  control,	  
meaning	  the	  players	  were	  responsible	  for	  all	  of	  the	  Sims	  movements.	  This	  kind	  of	  reliance	  was	  
problematic.	  For	  example,	  a	  SIMs	  character	  ended	  up	  peeing	  on	  the	  lounge	  floor	  if	  the	  player	  
didn't	  remember	  to	  take	  them	  to	  the	  bathroom.	  In	  response,	  the	  producers	  developed	  a	  kind	  of	  
'free	  will'	  system	  that	  allowed	  the	  computer	  to	  take	  over	  the	  progress	  of	  the	  SIM	  when	  the	  player	  
was	  attending	  to	  other	  areas	  of	  their	  real	  lives.	  	  However,	  it	  became	  evident	  that	  this	  was	  not	  the	  
best	  alternative	  as	  the	  AI	  was	  too	  good	  at	  'winning'	  (achieving	  happiness)	  and	  left	  little	  challenge	  
for	  the	  players.	  Without	  a	  challenge,	  there	  was	  no	  real	  motivation	  to	  continue	  playing,	  as	  the	  
system	  took	  charge	  of	  the	  player’s	  sense	  of	  control	  and	  agency.	  For	  the	  next	  version,	  the	  
developers	  restricted	  the	  program	  parameters	  to	  ensure	  that	  the	  player	  was	  providing	  the	  
character	  motivation.	  They	  achieved	  this	  by	  ‘dumbing	  down’	  the	  AI,	  forcing	  the	  system	  to	  focus	  
on	  immediate	  gratification	  rather	  than	  long	  term	  goals,	  such	  as	  watching	  television	  rather	  than	  
preparing	  a	  CV.	  In	  this	  case,	  the	  players	  had	  to	  constantly	  (but	  not	  continuously)	  visit	  their	  SIM	  to	  
control	  and	  stimulate	  such	  attributes	  as	  ambition	  and	  initiative.	  
Sims	  2,	  released	  September	  2004,	  had	  a	  much	  more	  complex	  system	  that	  	  ‘adds	  a	  new	  3D	  engine	  
that	  will	  make	  your	  Sims	  and	  their	  homes	  look	  even	  more	  alive	  and	  a	  new	  "Create-­‐A-­‐Sim"	  tool	  to	  
create	  more	  detailed	  Sims.	  Your	  Sims'	  experiences	  will	  also	  remain	  imprinted	  in	  their	  memory	  
throughout	  their	  life,	  and	  Sims	  personality	  traits	  will	  be	  passed	  on	  via	  DNA	  to	  their	  children.	  The	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choices	  you	  make	  throughout	  their	  lives	  will	  have	  a	  long-­‐term	  affect	  their	  relationships	  with	  
other	  Sims...	  from	  loving	  friendships	  to	  bitter	  foes’	  (EA	  Games,	  2004).	  
However,	  as	  Johnson	  (2002)	  reported,	  Will	  Wright	  rightly	  admits,	  ‘you	  won't	  see	  one	  start	  
yodelling...	  unless	  a	  human	  programmer	  has	  specifically	  added	  that	  behaviour	  to	  the	  system’.	  
However,	  this	  does	  not	  stop	  some	  players	  from	  attempting	  to	  go	  beyond	  the	  intended	  design	  
parameters	  of	  the	  game.	  I	  have	  witnessed	  fellow	  players	  trying	  to	  hide	  a	  neglected	  child	  from	  the	  
constantly	  visiting	  social	  worker	  characters,	  and	  many	  other	  types	  of	  crimes	  were	  attempted	  
constantly.	  Commonly,	  the	  players’	  reasons	  for	  such	  behaviour	  went	  beyond	  simply	  wanting	  to	  
break	  the	  game	  for	  a	  laugh;	  it	  was	  also	  a	  way	  of	  presenting	  your	  skill	  and	  knowledge	  of	  the	  games	  
parameters.	  This	  attitude	  is	  consistent	  across	  ‘hard	  core’	  game	  players.	  It	  is	  similar	  to	  ‘hacker’	  
motivations,	  where	  to	  produce	  evidence	  of	  breaking	  through	  a	  seemingly	  closed	  system	  
parameters	  is	  its	  own	  reward	  for	  playing.	  This	  reward	  mechanism	  is	  sometimes	  built	  into	  a	  game	  
design,	  but	  a	  true	  hacker/gamer	  will	  normally	  try	  to	  outwit	  any	  institution/system	  presented	  to	  
them.	  
This	  desire	  for	  subversion	  is	  of	  particular	  concern	  to	  the	  design	  of	  the	  SCOOT	  location-­‐based	  
game.	  The	  challenge	  is	  to	  allow	  such	  behaviour,	  as	  it	  attracts	  a	  type	  of	  player	  that	  would	  push	  the	  
design	  parameters	  (almost	  as	  system	  trouble	  shooters)	  and	  creates	  a	  sense	  of	  loyalty	  in	  doing	  so.	  
If	  players	  sense	  that	  they	  can	  impact	  the	  game,	  their	  sense	  of	  agency	  is	  increased.	  Actual,	  or	  
mocked,	  player	  control	  and	  agency	  is	  crucial	  to	  the	  success	  of	  a	  game’s	  longevity.	  However,	  it	  is	  
worth	  noting	  that	  an	  LBG	  has	  the	  responsibility	  for	  enabling	  this	  without	  affording	  too	  much	  risk	  
and	  harm	  to	  the	  player	  in	  a	  physical	  environment.	  	  	  
7.4 The Value of Player Collaboration and Competition 
A	  game	  is	  ultimately	  a	  quest,	  in	  the	  Ricoeurian	  sense,	  in	  that	  each	  player	  enters	  into	  a	  ‘contract’,	  
acknowledges	  a	  ‘violation’	  and	  seeks	  ‘restoration’	  in	  a	  temporal	  process	  of	  delays,	  detours	  and	  
suspense.	  In	  games,	  competition	  is	  often	  used	  to	  arm	  players	  with	  an	  incentive	  to	  complete	  these	  
detours	  and	  overcome	  any	  conflicts	  the	  game	  may	  present.	  Significantly,	  while	  conducting	  
research	  of	  competitive	  behaviours	  among	  game	  players,	  Hartmann	  and	  Klimmt	  (2006)	  observed	  
that	  ‘people	  who	  do	  not	  display	  preferences	  for	  competition	  in	  other	  domains	  might	  prefer	  to	  
enter	  competitive	  situations	  in	  computer	  gaming’.	  Hartmann	  and	  Klimmt	  (2006)	  concluded	  that	  
competitiveness	  can	  be	  divided	  into	  three	  theoretical	  components:	  
− the	  motivation	  to	  challenge	  and	  to	  surpass	  others,	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− the	  “need	  to	  win”,	  that	  is,	  the	  desire	  to	  be	  successful	  in	  any	  social	  and/or	  competitive	  
situation,	  	  
− the	  users’	  belief	  that	  he	  or	  she	  will	  be	  successful	  in	  competitive	  situations	  	  
According	  to	  Bartle	  (1996)	  there	  are	  four	  main	  player	  types.	  This	  is	  worth	  considering	  when	  
attempting	  to	  design	  ‘ideal’	  player	  profiles.	  It	  also	  significant	  to	  how	  the	  game	  is	  promoted.	  	  
These	  four	  player	  types	  are	  summarised	  here:	  
− Socialisers	  –	  play	  is	  motivated	  by	  their	  enjoyment	  of	  interacting	  with	  other	  players	  
− Killers	  –	  ‘players	  who	  enjoy	  preying	  on	  and	  harassing	  other	  players’	  (Aarseth,	  2003,	  p.	  3)	  
− Achievers	  –	  players	  who	  ‘give	  themselves	  game-­‐related	  goals,	  and	  vigorously	  set	  out	  to	  
achieve	  them’	  (Bartle,	  1996,	  para.	  10)	  
− Explorers	  –	  enjoy	  uncovering	  the	  game’s	  ‘secrets	  and	  hidden	  mechanics’	  (Aarseth,	  2003,	  
p.	  3).	  
Although,	  as	  a	  player,	  I	  am	  not	  interested	  in	  the	  genre	  of	  First	  Person	  Shooter	  (FPS)	  games,	  I	  have	  
had	  a	  long	  interest	  in	  the	  Halo	  series	  of	  games	  (by	  Bungie	  http://www.halo.xbox.com/en-­‐
us),mostly	  because	  of	  the	  ways	  in	  which	  players	  expressed	  their	  commitment	  to	  the	  game	  in	  
creative	  ways	  outside	  of	  the	  actual	  game	  ‘arena’.	  I	  spent	  considerable	  time	  playing	  Halo	  in	  a	  LAN	  
party,	  otherwise	  referred	  to	  as	  a	  ‘game	  bunker’,	  in	  2002.	  This	  involved	  playing	  with	  others	  in	  the	  
same	  physical	  location,	  on	  individual	  networked	  computers.	  Under	  these	  conditions	  the	  group	  
communications	  and	  interactions	  throughout	  the	  game	  challenges	  were	  seemingly	  a	  simple	  
extension	  of	  existing	  social	  dynamics.	  In	  any	  given	  group,	  the	  hierarchy	  of	  game	  status	  depends	  
on	  the	  genre	  of	  game	  being	  played.	  The	  group	  dynamic	  shifts	  depending	  on	  the	  skills	  of	  the	  
individuals.	  For	  example,	  a	  player	  may	  be	  a	  huge	  challenge	  to	  others	  when	  playing	  a	  strategy	  
game	  such	  as	  Age	  of	  Empires	  by	  Ensemble	  Studios	  (http://www.ageofempires3.com/	  ).	  In	  
contrast,	  if	  the	  group	  switched	  to	  a	  combat	  game,	  the	  same	  player	  may	  become	  a	  weak	  
opponent.	  Alternatively	  a	  group	  of	  players	  can	  play	  another	  group	  of	  players.	  Again,	  the	  social	  
and	  competitive	  dynamics	  change.	  I	  personally	  preferred	  this	  way	  of	  playing,	  as	  it	  meant	  that	  in	  
the	  same	  game	  session	  the	  group	  would	  collaborate	  in	  an	  effort	  to	  also	  compete.	  At	  the	  end	  of	  
gameplay	  the	  group	  would	  often	  recount	  the	  events	  that	  unfolded.	  Even	  if	  we	  played	  the	  same	  
game	  multiple	  times	  we	  had	  a	  new	  story	  to	  tell	  and	  debate	  each	  time.	  Murray	  (2006)	  suggests	  
this	  is	  why	  games	  are	  beneficial	  to	  social	  and	  cultural	  development	  as	  ‘an	  understanding	  of	  the	  
self	  both	  as	  an	  agent	  and	  an	  object	  within	  a	  community	  of	  other	  intentional	  agent/objects’	  is	  
encouraged	  and,	  in	  some	  cases,	  required.	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A	  significant	  aspect	  of	  the	  SCOOT	  experience	  is	  that	  it	  is	  played	  collaboratively	  as	  a	  family	  group	  
competing	  with	  other	  collaborating	  groups	  for	  resolving	  game	  challenges	  and	  accumulating	  a	  
higher	  score.	  Even	  though	  the	  groups	  are	  competing,	  they	  are	  also	  made	  aware	  that	  only	  their	  
combined	  efforts	  will	  restore	  the	  game	  world	  from	  carnival	  chaos	  to	  urban	  peace.	  They	  also	  have	  
entered	  into	  a	  kind	  of	  secret	  game	  contract,	  exclusive	  to	  the	  players,	  that	  supports	  and	  expects	  a	  
cooperative	  change	  in	  behaviour	  within	  the	  institutional	  spaces	  in	  order	  to	  achieve	  the	  games	  
goals.	  As	  Johann	  Huizinga,	  quoted	  by	  Salen	  (2004),	  a	  multiplayer	  game	  ‘promotes	  the	  formation	  
of	  social	  groupings,	  which	  tend	  to	  surround	  themselves	  with	  secrecy	  and	  to	  stress	  their	  
difference	  from	  the	  common	  world	  by	  disguise	  or	  other	  means’.	  
7.5 Inspiring Independent Creative Acts 
Dungeons	  and	  Dragons	  (D&D)	  is	  probably	  the	  most	  significant	  influence	  on	  my	  practice	  as	  a	  game	  
designer,	  and	  is	  an	  experience	  I	  have	  attempted	  to	  replicate	  in	  many	  ways.	  As	  discussed	  in	  
Section	  1,	  D&D	  requires	  a	  group	  of	  players	  and	  one	  delegated	  Dungeon	  Master	  (DM)	  to	  plan	  and	  
direct	  the	  experience.	  As	  a	  D&D	  player	  you	  create	  characters	  within	  game	  conventions	  detailed	  in	  
Player	  Handbooks.	  The	  range	  of	  characters	  available	  is	  derived	  from	  mythologies	  associated	  with	  
the	  selected	  game	  world,	  such	  as	  with	  the	  traditional	  D&D	  medieval	  fantasy	  world	  of	  magic	  and	  
monsters.	  The	  Wizards	  of	  the	  Coast	  (n.d.)	  explain	  that,	  
…a	  character	  is	  a	  player’s	  interface	  with	  the	  world	  of	  D&D.	  Like	  the	  hero	  of	  a	  novel	  or	  
the	  star	  of	  a	  movie,	  the	  player	  characters	  (PCs)	  are	  at	  the	  centre	  of	  the	  action.	  But	  
there’s	  no	  script	  to	  follow—the	  course	  of	  every	  adventure	  is	  determined	  through	  the	  
actions	  the	  players	  take.	  And	  each	  character	  grows	  and	  improves	  as	  the	  game	  goes	  
on	  (para.	  4).	  
The	  DM	  narrates	  the	  legend,	  plans	  the	  adventure,	  describes	  the	  settings	  and	  plays	  the	  role	  of	  
every	  other	  being	  the	  players	  face,	  from	  the	  frightened	  townsfolk	  to	  the	  werebear	  raiding	  their	  




Traditionally,	  D&D	  would	  be	  played	  at	  a	  dining	  
table	  with	  like-­‐minded	  acquaintances,	  using	  the	  
standard	  D&D	  dice	  sets	  and	  manuals	  (image	  on	  
the	  left)	  and	  homemade	  props,	  such	  as	  maps,	  
diagrams	  and	  sketches,	  or	  other	  props	  sourced	  
from	  game	  shops	  and	  community	  fan	  groups.	  
Once	  a	  DM	  has	  introduced	  a	  scenario	  and	  
detailed	  a	  challenge,	  the	  group	  must	  make	  a	  
decision	  about	  how	  to	  progress	  and	  cooperate	  by	  
taking	  turns	  for	  each	  player	  to	  describe	  (narrate)	  
their	  character’s	  action	  and	  score	  their	  
contribution.	  	  
The	  scope,	  speed,	  duration	  and	  settings	  of	  gameplay	  are	  only	  limited	  to	  the	  groups’	  collective	  
imagination	  and	  commitment	  to	  each	  other’s	  experience.	  The	  players	  and	  DMs	  could	  draw	  
further	  inspiration	  and	  material	  from	  other	  related	  sources,	  such	  as	  novels,	  games,	  films,	  etc.	  	  
The	  image	  above	  was	  taken	  at	  a	  D&D	  session	  (July	  1,	  2011)	  I	  attended	  with	  my	  current	  game	  
group.	  In	  the	  foreground	  are	  my	  character	  sheets,	  detailing	  my	  characters	  background,	  skills,	  
traits,	  equipment,	  etc.	  In	  the	  background	  (right),	  is	  a	  pile	  of	  the	  many	  manuals	  that	  support	  
various	  gameplay	  activities,	  rules,	  environments	  and	  creatures	  of	  the	  game	  world.	  We	  are	  
performing	  the	  complex	  ‘Ars	  Magica’	  (http://www.atlas-­‐games.com/arm5/index.php),	  a	  game	  
with	  a	  rich,	  historical	  setting	  of	  early	  eleventh	  century	  Europe.	  Our	  DM	  is	  an	  experienced	  and	  
dedicated	  player	  who	  provides	  us	  with	  historic	  background	  texts,	  imagery	  and	  character	  
development	  support.	  We	  use	  a	  large	  set	  of	  player	  manuals,	  book	  and	  film	  references	  and	  are	  
strict	  about	  staying	  ‘in	  character’	  and	  ‘in	  world’	  for	  the	  whole	  session.	  
The	  attraction	  to	  D&D	  is	  related	  to	  the	  fact	  that	  the	  participants	  are	  free	  to	  construct	  and	  play	  
their	  own	  narrative	  creations	  based	  on	  a	  familiar	  framework,	  combining	  mythical	  characters	  
(dragons,	  Gods,	  demons,	  etc)	  and	  stories	  of	  classical	  legends	  and	  dramatic	  settings	  (dungeons,	  
castles,	  forests,	  etc).	  The	  mythical	  framework	  is	  presented	  in	  the	  Monster	  Manual	  and	  the	  
Players	  Handbook,	  outlining	  a	  familiar	  schema	  for	  the	  players	  to	  reside	  in,	  with	  basic	  rules	  of	  
character	  design	  (race,	  strength,	  dexterity	  and	  other	  traits)	  and	  group	  interaction	  (turns,	  status,	  
encounter	  strategies,	  dice	  usage	  and	  score	  calculations).	  But	  the	  actual	  details	  of	  the	  groups	  D&D	  
adventure,	  narrative,	  character	  development	  and	  environments	  are	  left	  for	  the	  participants	  to	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design	  based	  on	  their	  collective	  interests	  in	  the	  myths	  and	  legends	  involved.	  It	  is	  most	  important	  
to	  the	  game	  that	  the	  players	  develop	  and	  evolve	  their	  characters	  according	  to	  agreed	  rules.	  The	  
skills,	  spells	  and	  inventory	  of	  the	  characters	  determine	  the	  affordances	  of	  the	  individual	  roles	  and	  
the	  group	  as	  a	  whole	  when	  they	  encounter	  events	  and	  existents	  of	  the	  world	  created	  by	  the	  DM.	  
This	  means	  that	  the	  participants	  are	  also	  in	  control	  of	  the	  speed	  of	  the	  narrative	  and	  ludic	  
components	  of	  the	  game:	  meaning	  they	  can	  determine	  the	  sequencing	  and	  duration	  of	  the	  
events,	  and	  each	  gathering	  of	  play	  continues	  the	  story,	  much	  like	  an	  episodic	  television	  series	  or	  
‘soap	  opera’.	  As	  Helfand	  (2001)	  describes	  it,	  ‘character	  driven	  rather	  than	  plot	  based,	  soaps	  
quickly	  become	  hyperlinked	  mini	  orbits	  of	  interconnected	  people	  and	  places,	  threaded	  narratives	  
and	  stories	  with	  no	  endings’.	  
The	  narratives	  that	  emerge	  from	  these	  groups	  and	  broader	  gamer	  communities	  are	  evidence	  of	  
the	  games	  ability	  to	  motivate	  complex	  social	  interactions	  and	  valuable	  cultural	  artefacts.	  These	  
various	  artefacts	  are	  produced	  as	  a	  result	  of	  pre-­‐play,	  in-­‐play	  and	  post-­‐play	  interactions	  between	  
game	  developers	  and	  game	  players.	  	  Some	  of	  the	  interactions	  and	  artefacts	  are	  designed	  to	  
occur,	  while	  others	  emerge	  unexpectedly.	  Traditionally,	  pre-­‐play	  game	  communications	  are	  
trailers,	  teasers	  and	  discussion	  forums.	  These	  set	  up	  an	  opportunity	  for	  gamers	  to	  gather	  around	  
the	  game	  in	  anticipation	  of	  its	  release.	  Before	  the	  game	  is	  even	  played,	  gamers	  can	  compete	  for	  
game	  status	  by	  flagging	  their	  knowledge	  of	  the	  game	  history	  or	  what’s	  to	  come.	  In-­‐play	  
interactions	  generally	  revolve	  around	  the	  in-­‐game	  action,	  whereas	  post-­‐play	  interactions	  offer	  
the	  best	  potential	  for	  players	  to	  be	  producers	  of	  creative	  texts.	  
Games	  are	  already	  about	  interactions	  within	  worlds	  in	  common.	  Whether	  players	  play	  a	  game	  
simultaneously	  (such	  as	  with	  a	  LAN	  party	  or	  D&D	  gathering)	  or	  whether	  they	  play	  separately	  it	  is	  
a	  shared	  experience.	  For	  dedicated	  game	  players	  an	  orbiting	  community	  is	  essential	  in	  
maintaining	  their	  relationships	  to	  both	  the	  game	  world	  and	  to	  the	  other	  players.	  This	  is	  sustained	  
through	  gamer	  communities	  that	  are	  critically	  or	  creatively	  sharing	  their	  experiences.	  Most	  
developers	  recognise	  this	  and	  provide	  fan	  website	  kits,	  modding	  tools,	  forums,	  etc.	  In	  these	  
extended	  worlds,	  players	  respond	  by	  producing	  shared	  texts,	  such	  as	  fan	  fiction,	  strategy	  guides,	  	  
FAQs	  and	  more	  extreme	  contributions,	  like	  new	  game	  levels	  (mods)	  and	  machinimas	  (short	  films	  
made	  with	  game	  engines).	  The	  Halo	  Series	  (by	  Bungie)	  are	  great	  examples	  of	  how	  a	  game	  can	  
inspire	  creative	  production.	  Players	  vigorously	  publish	  to	  official	  Bungie	  websites	  
(http://halo.bungie.org)	  and	  to	  unofficial	  forums	  and	  fan	  art	  sites	  such	  as	  
http://www.sheezyart.com/view/27656/.	  There	  are	  also	  dedicated	  fan	  sites	  that	  distribute	  
substantial	  creative	  works	  using	  the	  game	  as	  production	  tool.	  For	  example,	  the	  Drunken	  Gamers	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(http://rvb.roosterteeth.com/info/)	  have	  already	  produced	  multiple	  episodes	  of	  both	  Halo	  and	  
Sims	  machinimas.	  	  
What	  can	  be	  learnt	  from	  this	  is,	  essentially,	  that	  the	  success	  of	  a	  game	  can	  be	  dependent	  on	  the	  
ability	  of	  the	  game	  to	  facilitate	  collaborative	  and	  creative	  social	  interactions	  beyond	  the	  in-­‐play	  
action.	  These	  communities	  become	  loyal	  and	  active	  participants	  establishing	  interdependent	  
relationships	  between	  the	  game	  developers	  and	  the	  game	  players	  as	  co-­‐producers	  of	  content.	  As	  
discussed	  in	  the	  previous	  chapter,	  the	  SCOOT	  project	  presented	  players	  with	  ample	  opportunities	  
to	  share	  photos,	  drawings	  and	  stories	  on	  SCOOT	  custom	  blogs,	  Flickr	  sites	  and	  YouTube.	  	  
During	  SCOOT	  Events,	  the	  players	  are	  introduced	  to	  a	  number	  of	  SCOOT	  characters	  (see	  images	  
below),	  either	  as	  non-­‐player	  characters	  in	  the	  virtual	  world	  or	  as	  animations	  displayed	  on	  screens	  
in	  the	  site.	  At	  the	  end	  of	  the	  game,	  players	  are	  invited	  to	  draw	  their	  own	  SCOOT	  character	  ideas	  
and	  submit	  them	  to	  the	  designers	  for	  possible	  development	  in	  the	  next	  SCOOT	  Event.	  This	  was	  a	  
very	  popular	  activity,	  as	  the	  young	  players	  were	  more	  than	  willing	  to	  contribute	  creatively.	  It	  
provided	  many	  opportunities	  for	  moments	  of	  delight,	  as	  some	  players	  were	  excited	  at	  the	  
realisation	  that	  you	  could	  get	  employment	  as	  character	  designers.	  At	  other	  SCOOT	  sites	  players	  
could	  design	  their	  own	  avatar	  badges	  to	  wear	  and	  collect,	  and	  there	  were	  game	  design	  











A	  sample	  of	  some	  of	  the	  SCOOT	  characters.	  The	  4	  
characters	  on	  the	  left	  are	  player	  avatars	  that	  can	  be	  
moved	  around	  the	  virtual	  world	  in	  search	  of	  clues.	  On	  
the	  right	  is	  the	  protagonist,	  Omega	  Carnega	  and	  her	  
‘dodgy	  carnival’	  characters	  that	  present	  the	  players	  with	  
challenges.	  
	  
Images	  designed	  by	  young	  players	  of	  SCOOT1	  at	  Federation	  
Square	  that	  were	  later	  displayed	  on	  websites.	  
	  
Next… 
As	  Grenhill	  (2004)	  explains,	  	  ‘computer	  mediated	  identity…	  provides	  a	  disassociation	  from	  real	  
life	  experience	  which,	  in	  turn,	  enables	  a	  rethinking	  of	  the	  social	  influences	  that	  contribute	  to	  the	  
construction	  of	  identities	  in	  both	  real	  and	  virtual	  lives.’	  The	  next	  section	  takes	  a	  closer	  look	  at	  the	  
origins	  of	  games	  played	  in	  everyday	  environments,	  as	  opposed	  to	  the	  virtual	  worlds	  discussed	  in	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this	  section.	  By	  analysing	  the	  origins	  of	  location-­‐based	  games,	  a	  more	  refined	  theory	  emerges	  as	  
to	  how	  a	  game	  may	  work	  as	  an	  extension	  of	  the	  virtual	  and	  as	  an	  intervention	  in	  the	  real,	  
physically,	  culturally,	  socially	  and	  technically.	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8 GAMES IN EVERYDAY PLACES 
In	  many	  computer	  game	  environments,	  the	  player	  must	  travel	  to	  places	  unknown,	  collect	  
inventory	  and	  heroically	  save	  someone	  or	  some	  place.	  This	  experience	  is	  designed	  to	  value	  the	  
achievements	  of	  the	  player,	  as	  they	  perform	  and	  ‘level	  up’	  to	  increase	  their	  status	  within	  the	  
game	  world.	  Increasing	  numbers	  of	  people	  play	  in	  virtual	  spaces	  that	  may	  lack	  some	  critical	  
aspects	  of	  reality,	  but	  are	  often	  rich	  with	  social	  opportunities,	  both	  collaborative	  and	  
competitive.	  Where	  games	  are	  not	  particularly	  good	  narrative	  spaces,	  they	  do,	  however,	  offer	  a	  
very	  real	  way	  to	  role-­‐play	  within	  narrative	  frameworks.	  But	  how	  can	  we	  identify	  and	  integrate	  
such	  successes	  of	  virtual	  spaces	  to	  the	  everyday	  material	  places	  that	  we	  exist	  in?	  Can	  everyday	  
spaces	  inspire	  creative	  community	  interactions	  beyond	  shopping	  and	  eating?	  
This	  chapter	  begins	  with	  a	  short	  discussion	  on	  the	  origins	  of	  LBGs	  as	  pertinent	  to	  this	  practice,	  
and	  outlines	  a	  taxonomy	  for	  observing,	  interpreting	  and	  articulating	  the	  component,	  mechanics	  
and	  impacts	  of	  the	  most	  influential	  cases	  of	  LBGs	  at	  the	  commencement	  of	  this	  study.	  	  
8.1 Origins of Location-Based Games 
There	  are	  a	  number	  of	  examples	  of	  this	  relatively	  new	  form	  of	  game	  design;	  all	  played	  out	  within	  
different	  cultural	  locations	  and	  with	  different	  tools	  of	  play	  ranging	  from	  mobile	  phones	  equipped	  
with	  location	  aware	  technologies,	  such	  as	  Mogi	  Genesis	  (2000)	  in	  Tokyo,	  Japan,	  (Joffe	  2007)	  to	  
augmented	  reality	  devices,	  like	  AR	  Quake	  (2000)	  in	  Adelaide	  (see	  images	  below),	  Australia.	  
However,	  not	  all	  of	  these	  examples	  claim	  to	  be	  designed	  in,	  and	  for,	  a	  unique	  physical	  location.	  
Some	  of	  the	  examples	  that	  are	  closest	  in	  form	  to	  SCOOT	  are	  Geocaching,	  I	  Like	  Frank	  in	  Adelaide	  
(Blast	  Theory	  2004)	  and	  Botfighters	  (It’s	  Alive	  2001)	  as	  they	  are	  designed	  to	  enable	  play	  in	  
specific	  locations	  (Sotamaa	  2002).	  Although	  these	  games	  employ	  innovative	  uses	  of	  technology	  
and	  result	  in	  interesting	  player	  collaborations,	  I	  found	  that	  these	  games	  are	  normally	  limited	  to	  
simple	  treasure	  hunts,	  chase	  sequences	  and	  combat	  scenes	  that	  do	  not	  necessarily	  engage	  
participants	  in	  the	  specific	  culture	  of	  the	  sites	  they	  enter.	  They	  tend	  to	  treat	  the	  environment	  as	  a	  
‘stage’	  for	  play	  rather	  than	  as	  a	  potentially	  dynamic	  agent	  with	  multiple	  features,	  histories,	  local	  
stories,	  etc.	  In	  Los	  Angeles,	  Shaw	  (2003)	  reported	  that	  the	  geocaching	  community	  gained	  a	  
reputation	  for	  being	  ‘geo-­‐trashers’,	  famously	  accused	  of	  using	  the	  parks	  as	  arenas	  of	  play	  with	  
little	  concern	  of	  the	  ecological	  impacts.	  
	  
94	  
The	  following	  images	  depict	  the	  experience	  of	  participating	  in	  the	  AR	  Quake	  experience.	  This	  
example	  demonstrates	  that	  the	  participant	  is	  required	  to	  use	  sophisticated,	  experimental	  and	  
often	  cumbersome	  technology.	  These	  are	  very	  novel	  experiences;	  however,	  beyond	  that,	  I	  would	  
argue	  that	  the	  user	  experience	  is	  quite	  trivial.	  Although	  these	  projects	  are	  technologically	  
innovative,	  the	  effort	  in	  designing	  and	  playing	  does	  not	  generate	  a	  satisfying	  user	  experience	  
beyond	  seeing,	  chasing	  and	  shooting	  imaginary	  objects,	  as	  illustrated	  in	  the	  images	  below.	  It	  
cannot	  be	  disputed,	  though,	  that	  these	  projects	  are	  highly	  valuable	  to	  the	  developers	  in	  terms	  of	  
research	  and	  technological	  advancement.	  These	  projects	  can	  lead	  to	  more	  sophisticated	  versions	  
and	  applications	  by	  concentrating	  on	  the	  development	  of	  adaptable	  tools	  and	  processes,	  as	  the	  
AR	  Quake	  team	  have	  demonstrated	  in	  their	  2006	  project,	  The	  Tinmith	  AR	  System.	  	  Piekarski	  
(2006)	  explains	  that	  ‘our	  first	  backpack	  systems	  were	  large,	  fragile,	  bulky,	  and	  showed	  primitive	  
images	  due	  to	  the	  technology	  available…	  our	  new	  hardware	  design	  which	  is	  lightweight,	  robust,	  
and	  with	  the	  most	  powerful	  graphics	  and	  CPU	  available.’	  
	   	  
ARQuake	  is	  an	  Augmented	  Reality	  (AR)	  version	  of	  the	  popular	  Quake	  game.	  Augmented	  reality	  is	  the	  
overlaying	  of	  computer	  generated	  information	  onto	  the	  real	  world.	  We	  use	  a	  head	  mounted	  display,	  
mobile	  computer,	  head	  tracker,	  and	  GPS	  system	  to	  provide	  
inputs	  to	  control	  the	  game.	  (Images	  courtesy	  of	  the	  Wearable	  Computer	  Laboratory	  at	  the	  University	  of	  
South	  Australia)	  
In	  the	  same	  way,	  this	  study	  not	  only	  intends	  to	  result	  in	  the	  presentation	  of	  game	  events	  for	  
player	  interactions	  but	  is	  also	  focused	  on	  insuring	  that	  the	  major	  technological	  components	  
(systems	  and	  interfaces)	  of	  the	  SCOOT	  project	  are	  both	  adaptable	  and	  robust.	  This	  way	  they	  
become	  valuable	  assets	  for	  future	  projects.	  This	  also	  maximises	  the	  potential	  for	  generating	  
recognisable	  intellectual	  property	  (IP)	  derived	  from	  the	  project	  for	  use	  in	  other	  contexts.	  Other	  
forms	  of	  IP	  created	  from	  the	  SCOOT	  project	  are	  the	  design	  processes	  and	  templates	  that	  are	  
important	  tools	  for	  knowledge	  transfer	  between	  this	  project,	  it’s	  participants	  and	  the	  participants	  
of	  future	  derived	  works.	  	  
On	  commencement	  of	  this	  study,	  there	  were	  other	  LBG	  games	  that	  employed	  more	  ready	  to	  
hand	  technologies	  for	  the	  general	  public	  and	  were	  more	  sensitive	  to	  the	  cultural	  value	  of	  the	  
locations	  they	  exploit	  for	  gameplay;	  	  for	  example,	  GeoQuest	  in	  Marseille,	  France	  and	  Close	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Encounters	  (Ulke	  &	  Herbs,	  2002)	  in	  Los	  Angeles.	  I	  mention	  these	  here	  as	  exemplars	  for	  slightly	  
different	  reasons.	  Firstly,	  although	  Geoquest	  is	  a	  mediated	  experience,	  it	  was	  designed	  in	  
Marseille,	  France,	  specifically	  for	  families	  and	  the	  historically	  minded.	  The	  game	  mimicked	  a	  style	  
that	  combined	  an	  adventure	  story	  and	  a	  puzzle	  hunt	  that	  revealed	  historic	  facts	  to	  the	  players	  as	  
they	  progressed.	  As	  an	  AWN	  reviewer,	  Harz	  (2002)	  explains,	  the	  Geoquest	  ‘forces	  the	  gamer	  to	  
visit	  five	  places	  in	  Marseilles,	  France,	  and	  solve	  five	  puzzles	  in	  order	  to	  find	  a	  fictional	  kidnapped	  
girlfriend.	  Solving	  a	  puzzle	  quickly	  yields	  points	  and	  clues	  to	  the	  location	  of	  the	  next	  puzzle.’	  
Secondly,	  The	  creators	  of	  Close	  Encounters	  challenged	  the	  newly	  forming	  patterns	  of	  play	  by	  
setting	  up	  a	  game	  that	  invited	  geocachers	  to	  proactively	  step	  out	  from	  the	  cyber-­‐realm	  into	  the	  
charged	  terrain	  of	  racial	  politics	  by	  sending	  them	  into	  Leimert	  Park,	  a	  predominantly	  African	  
American	  neighbourhood	  not	  normally	  visited	  by	  this	  demographic.	  The	  creators	  ensured	  that	  
the	  players	  did	  not	  only	  skim	  the	  surface	  of	  the	  site,	  but	  encouraged	  them	  to	  engage	  with	  the	  
place	  and	  people.	  Evidence	  of	  their	  interaction	  with	  locals	  was	  to	  be	  posted	  on	  the	  geocache	  
website.	  These	  examples	  have	  either	  begun	  with	  a	  narrative	  taken	  from	  the	  site	  or	  have	  invited	  
the	  players	  to	  share	  their	  own	  experiences	  of	  the	  place.	  Either	  way,	  I	  would	  argue	  that	  the	  
resulting	  images	  or	  story	  artefacts	  are	  an	  engaging	  read	  that	  inspire	  a	  richer	  relationship	  to	  the	  
site	  and	  provide	  a	  means	  for	  extending	  social	  interactions	  otherwise	  not	  imagined	  by	  the	  
participants.	  
8.2 A New Model for LBG Analysis 
To	  discuss	  how	  the	  technological	  components	  of	  an	  LBG	  are	  engaged	  by	  both	  the	  designers	  and	  
the	  players,	  I	  have	  categorised	  the	  essential	  play	  enablers	  as	  either	  ‘tool,	  ‘agent’	  or	  ‘node’.	  
8.2.1 Tools, Agents and Nodes 
Tools	  are	  technological	  aids	  for	  gameplay	  to	  broadcast	  and/or	  to	  receive	  instructions	  and	  
communications	  between	  the	  game	  system,	  an	  agent	  or	  another	  player.	  All	  enablers	  can	  be	  
defined	  as:	  
− Synchronous	  and/or	  asynchronous	  
− Physical	  and/or	  virtual	  
For	  an	  LBG,	  the	  tools	  that	  aid	  gameplay	  are:	  
− Telecommunications	  devices:	  land	  phones,	  mobile	  phones,	  web,	  email,	  fax,	  etc.	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− Data	  processing	  devices	  such	  as	  a	  desktop	  computer,	  laptop,	  PDA	  (especially	  useful	  with	  
modem/airport	  adapters)	  
− Positioning	  devices	  such	  as	  a	  GPS	  	  
− Transport	  systems	  and	  vehicles	  such	  as	  bus,	  train,	  car,	  etc 
Agents are	  characters	  that	  provide	  impetus	  for	  gameplay	  and	  can	  affect	  the	  outcome	  of	  the	  play	  
by	  providing	  information	  for	  the	  player	  to	  progress	  or	  act	  as	  a	  deviation,	  stalling	  the	  progress	  of	  
the	  player.	  Other	  players	  are	  also	  considered	  agents	  as	  they	  can	  impact	  on	  the	  experience	  or	  
outcomes	  of	  another	  player.	  Non	  player	  characters	  (NPCs)	  are	  game	  characters	  that	  respond	  to,	  
and	  instruct,	  the	  players’	  choices.	  In	  the	  case	  of	  an	  LBG,	  agents	  could	  be	  actors,	  vendors	  and	  
receptionists	  that	  are	  authentic	  existents	  in	  the	  site	  or	  who	  are	  planted	  with	  a	  game	  script.	  
Nodes refer	  to	  the	  sites	  and	  intersections	  for	  exchange	  of	  gameplay	  information,	  specifically	  
where	  clues	  and	  solves	  can	  be	  found	  and	  exchanged.	  Nodes	  are	  designed	  for	  both	  physical	  
and/or	  virtual	  interaction.	  For	  example:	  
− Virtual	  nodes:	  website	  content,	  discussion	  forum,	  computer	  game,	  etc.	  
− Physical	  nodes:	  post	  box,	  phone,	  transport	  stop/station,	  shop,	  service	  provider,	  
institution,	  museum,	  university…	  radio	  transceiver,	  radio	  receiver,	  sculpture,	  furniture,	  
landscape…	  
8.2.2  Game World, Play and Rules 
Before	  analysing	  the	  enablers,	  agents	  and	  nodes	  of	  a	  location-­‐based	  game,	  each	  of	  the	  following	  
LBG	  examples	  will	  first	  be	  described	  in	  general	  game	  terms.	  Aarseth	  (2003)	  describes	  the	  ‘three	  
dimensions	  that	  characterise	  every	  game’	  as	  gameplay,	  game	  structure	  and	  game	  world.	  Here,	  I	  
have	  chosen	  to	  replace	  ‘game	  structure’	  with	  ‘game	  rules’	  to	  reflect	  the	  players’	  perspective	  of	  
the	  game	  (also,	  in	  some	  forms	  of	  emergent	  games	  the	  structure	  is	  not	  entirely	  pre-­‐programmed,	  
instead	  there	  are	  complex	  rules	  that	  simply	  govern	  outcomes	  of	  player	  decisions).	  
Game	  world	  otherwise	  known	  as	  the	  'arena',	  refers	  to	  the	  fictional	  content	  of	  the	  game,	  
including	  the	  narrative	  and/or	  events,	  the	  setting,	  existents	  and	  all	  of	  the	  sensorial	  qualities,	  
such	  as	  visuals	  and	  audio.	  In	  the	  case	  of	  an	  LBG	  there	  are	  two	  related	  ‘arenas’,	  one	  being	  the	  
virtual	  world	  and	  the	  other	  being	  the	  material	  one.	  	  The	  two	  worlds	  are	  always	  related,	  as	  




Gameplay	  refers	  to	  participants’	  actions,	  strategies	  and	  motives,	  determining	  specific	  
situations,	  events	  and	  existents	  in	  an	  effort	  to	  maintain	  the	  momentum	  of	  the	  game.	  
Eskelinen	  (2001)	  describes	  events	  and	  existents	  as	  ‘the	  equipment	  (the	  "what"	  of	  gaming)…	  
existents	  are	  divided	  into	  characters	  and	  settings	  based	  on	  their	  significance	  for	  the	  plot.’	  	  
Gameplay	  can	  also	  refer	  to	  the	  resulting	  social	  relations,	  players’	  knowledge,	  in-­‐character	  and	  
out-­‐of-­‐character	  communications.	  (The	  most	  significant	  feature	  of	  LBGs	  is	  its	  potential	  to	  
increase	  the	  levels	  of	  interaction	  and	  player	  agency	  within	  the	  ‘physical’	  site	  of	  play,	  
depending	  on	  the	  affordances	  offered	  by	  the	  game	  design.)	  
Game	  rules	  are	  specifically	  the	  rules	  for	  advancing	  or	  losing	  the	  game	  and/or	  evolving	  a	  
character.	  Basically,	  it	  can	  be	  described	  as	  the	  criteria	  for	  play	  and	  what	  to	  do	  to	  win.	  	  As	  a	  
result,	  the	  game	  rules	  can	  determine	  the	  structure	  of	  the	  game.	  
8.3 Case Study Analysis of Seminal Games in Place 
The	  example	  works	  I	  mention	  below	  are	  only	  a	  few	  of	  many	  cases	  that	  could	  be	  viewed	  as	  origin	  
works.	  However,	  for	  the	  sake	  of	  this	  study,	  the	  examples	  demonstrate	  how	  some	  of	  the	  
abovementioned	  tools	  are	  subverted.	  Tools	  of	  play,	  such	  as	  mobile	  phones	  and	  GPS	  devices,	  are	  
used	  in	  these	  works	  in	  a	  way	  they	  were	  never	  intended	  to	  be	  used.	  Through	  subversion,	  new	  
gaming	  opportunities	  can	  be	  recognised.	  These	  are	  not	  all	  ‘games’	  in	  the	  traditional	  sense.	  
However,	  I	  consider	  them	  relevant	  to	  understanding	  the	  possible	  origins	  of	  LBGs,	  specifically	  
those	  that	  adopt	  and	  adapt	  mobile	  technologies	  and/or	  services.	  
8.3.1 Phone Phreaking 
Not	  normally	  referred	  to	  as	  an	  LBG,	  ‘phone	  phreaking’	  is	  an	  early	  example	  of	  how	  
telecommunication	  devices	  were	  appropriated,	  and	  resulted	  in	  an	  international	  community	  of	  
practice.	  The	  most	  infamous	  phone	  phreaker,	  John	  T.	  Draper	  (later	  nicknamed	  Captain	  Crunch,	  
Crunch,	  or	  Crunchman),	  discovered	  that	  a	  toy	  whistle	  included	  in	  boxes	  of	  Cap'n	  Crunch	  cereal	  
could	  be	  easily	  modified	  to	  emit	  a	  tone	  at	  precisely	  2600	  hertz,	  the	  same	  frequency	  that	  was	  
used	  by	  AT&T	  long	  lines	  to	  indicate	  that	  a	  trunk	  line	  was	  ready	  and	  available	  to	  route	  a	  new	  
call.	  	  Experimenting	  with	  this	  whistle	  inspired	  Draper	  to	  build	  blue	  boxes,	  electronic	  devices	  
capable	  of	  reproducing	  other	  tones	  used	  by	  the	  phone	  company.	  Shortly	  thereafter,	  Rosenbaum	  
(1971), of	  the Esquire	  magazine,	  published	  ‘Secrets	  of	  the	  Little	  Blue	  Box’	  with	  instructions	  for	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making	  a	  blue	  box.	  Soon	  there	  were	  many	  blue	  boxes	  being	  made,	  distributed	  and	  used	  at	  local	  
phone	  booths	  to	  make	  free	  local	  and	  international	  calls.	  
	   	   	  
One	  of	  the	  Cap’n	  Crunch	  cereal	  boxes	  that	  contained	  the	  whistles	  initially	  used	  by	  the	  phreakers.	  John	  
Draper	  in	  1971.	  Images:	  http://www.solcomhouse.com/internet.htm.	  	  And	  three	  early	  phreakers	  on	  a	  
“phone	  trip”	  to	  tinker	  with	  payphones.	  Image:	  Mark	  Bernay	  (@phonetrips).	  
The	  experiments	  with	  blue	  boxes	  quickly	  became	  part	  of	  a	  competitive	  underground	  movement	  
akin	  to	  a	  location-­‐based	  mobile	  game	  as	  the	  phreakers	  travelled	  from	  phone	  booth	  to	  phone	  
booth	  to	  make	  innocuous	  phone	  calls	  to	  strangers	  for	  the	  ‘fun	  of	  it’.	  Rosenbaum	  (1971)	  
interviewed	  another	  infamous	  phreaker,	  Al	  Gilbertson,	  who	  reported	  that	  Cap’n	  Crunch	  ‘drives	  
across	  country	  in	  a	  Volkswagen	  van	  with	  an	  entire	  switchboard	  and	  a	  computerized	  super-­‐
sophisticated	  M-­‐F-­‐er	  in	  the	  back.	  He'll	  pull	  up	  to	  a	  phone	  booth	  on	  a	  lonely	  highway	  somewhere,	  
snake	  a	  cable	  out	  of	  his	  bus,	  hook	  it	  onto	  the	  phone	  and	  sit	  for	  hours,	  days	  sometimes,	  sending	  
calls	  zipping	  back	  and	  forth	  across	  the	  country,	  all	  over	  the	  world.’	  Although	  the	  phreakers	  were	  
simply	  experimenting,	  their	  activities	  were	  considered	  by	  authorities	  as	  illegal	  hacking	  of	  public	  
services	  and	  participants	  were	  chased	  from	  town	  to	  town	  by	  members	  of	  a	  special	  branch	  of	  the	  
FBI.	  According	  to	  an	  AT&T	  spokesman,	  Dennis	  Mollura,	  ‘in	  the	  first	  eight	  months	  of	  this	  year	  
(1971)	  there	  were	  37	  arrests	  and	  17	  convictions	  for	  blue	  box	  fraud…	  including	  five	  students	  who	  
were	  arrested	  at	  Cal	  Poly	  in	  San	  Luis	  Obispo	  for	  calling	  Russia.’	  According	  to	  Orth	  (1971),	  AT&T	  
had	  estimated	  that,	  at	  the	  time,	  ‘five	  gamblers	  (or	  one	  very	  active	  phone	  phreak)	  can	  use	  up	  to	  
$50,000	  worth	  of	  phone	  time	  in	  less	  than	  two	  hours	  a	  day,	  five	  days	  a	  week’.	  
In	  October	  1971,	  Cap’n	  Crunch	  was	  arrested	  and	  sentenced	  to	  five	  years'	  probation	  for	  toll	  fraud.	  
This	  was	  the	  first	  of	  three	  arrests.	  Reass	  (1986),	  a	  reporter	  for	  the	  Peninsula	  Times	  Tribune,	  
interviewed	  Draper	  after	  his	  third	  arrest:	  ‘he	  said	  it	  was	  the	  hard	  stance	  taken	  by	  telephone	  
company	  officials	  and	  prosecutors	  that	  took	  telephone	  tinkering	  out	  of	  its	  circle	  of	  faddists	  and	  
made	  it	  and	  underground	  hit	  with	  the	  criminal	  set’	  and	  that	  the	  phone	  companies,	  in	  particular	  
AT&T,	  ‘should	  have	  patched	  up	  the	  system,	  instead	  of	  making	  an	  example	  of	  me…	  what	  they	  
didn't	  count	  on	  was	  that	  by	  virtue	  of	  putting	  me	  in	  jail,	  they	  made	  thousands	  of	  Cap'n	  Crunches	  
all	  over	  the	  world.	  Once	  I	  got	  in	  I	  started	  telling	  everybody	  in	  jail	  what	  I	  knew.	  And	  those	  were	  the	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people	  who	  were	  really,	  really	  interested	  in	  making	  free	  calls.	  Because	  of	  that,	  it	  increased	  phone	  
freaking	  by	  a	  magnitude	  of	  100.	  No	  longer	  did	  you	  have	  a	  select	  few	  doing	  it.	  You	  had	  all	  these	  
Mafia	  people	  setting	  up	  massive	  rip-­‐offs.’	  	  
Although	  phreaking	  may	  not	  be	  considered	  a	  game	  in	  the	  traditional	  sense	  it	  does	  fit	  the	  
definition	  of	  a	  ludic	  game	  in	  that	  it	  is,	  according	  to	  a	  definition	  offered	  by	  Lindley	  (2005),	  still	  ‘a	  
goal-­‐directed	  and	  competitive	  activity	  conducted	  within	  a	  framework	  of	  agreed	  rules’.	  
In LBG Terms 
Game	  world:	  the	  real	  world	  of	  phone	  hackers,	  including	  hotel	  rooms	  (‘safe	  houses’)	  and	  secretly	  
organised	  phone	  phreak	  conventions.	  The	  First	  Annual	  Phone	  Phreak	  Convention	  opened	  in	  a	  
basement	  meeting	  room	  in	  the	  Hotel	  Diplomat.	  	  However,	  the	  phreakers	  soon	  realised	  that	  there	  
were	  some	  AT&T	  and	  FBI	  agents	  among	  them.	  Rosenbaum	  (1973)	  reported	  that	  ‘the	  agents	  hardly	  
bothered	  disguising	  their	  identities.	  They	  carried	  cameras	  and	  tape	  recorders.	  One	  stuffed	  phone	  
phreak	  literature	  into	  an	  official-­‐looking	  envelope	  with	  "Office	  of	  the	  District	  Attorney"	  printed	  on	  
it.’	  
Gameplay:	  In	  the	  early	  1970s	  phreaking	  was	  a	  simple	  pastime;	  its	  purpose	  was	  nothing	  more	  
than	  the	  manipulation	  of	  telephone	  systems	  to	  make	  free	  calls.	  	  Later,	  a	  competition	  for	  call	  
stacking	  (or	  stacking	  tandems)	  became	  popular	  among	  the	  phreakers,	  which	  involved	  taking	  a	  
single	  call	  through	  multiple	  switchboards.	  As	  Mungo	  &	  Glough	  (1992)	  reported,	  by	  ‘using	  two	  
phone	  booths	  located	  side	  by	  side,	  Draper	  sent	  his	  voice	  one	  way	  around	  the	  world	  from	  one	  of	  
the	  telephones	  to	  the	  other,	  and	  simultaneously	  from	  the	  second	  phone	  booth	  he	  placed	  a	  call	  via	  
satellite	  in	  the	  other	  direction	  back	  to	  the	  first	  phone’.	  On	  this	  occasion,	  Draper	  had	  stacked	  a	  
record	  twenty	  tandems,	  leapfrogging	  from	  the	  West	  Coast	  of	  America	  to	  London	  to	  Moscow	  to	  
Sydney	  and	  then	  back	  again.	   
Game	  rules:	  Never	  use	  your	  real	  name	  when	  phreaking	  or	  at	  phreaker	  conventions.	  Do	  not	  ever	  
use	  a	  home	  phone.	  Other	  specifications	  were	  often	  distributed	  among	  the	  community	  as	  
‘phreaker	  manuals’	  with	  techniques	  and	  rules,	  such	  as	  the	  detailed	  manual	  compiled	  by	  the	  
hackers	  ‘The	  Jammer’	  and	  ‘Jack	  the	  Ripper’:	  
http://www.hackcanada.com/blackcrawl/telecom/phreak_m.txt	  	  
Tools:	  originally	  Cap’n	  Crunch	  whistles	  then,	  later,	  blue	  boxes	  were	  developed	  by	  the	  hackers.	  
There	  are	  also	  red	  boxes	  and	  black	  boxes.	  
Agents:	  Phreakers,	  FBI	  Agents,	  AT&T	  Bell	  Laboratories	  technicians	  and	  management.	  
Nodes:	  public	  phones	  booths.	  
Impact:	  Phone	  phreaking	  was	  viewed	  as	  a	  game	  by	  the	  phreakers	  as	  they	  competed	  with	  each	  
other	  for	  status	  in	  the	  community	  and	  boasted	  of	  outsmarting	  the	  authorities	  as	  the	  game	  
protagonists.	  Although	  this	  was	  a	  purely	  subversive	  act,	  it	  had	  a	  profound	  impact	  on	  the	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development	  of	  telecommunications	  technology,	  as	  the	  providers	  scrambled	  to	  improve	  their	  
systems	  to	  avoid	  the	  hackers.	  Many	  would	  argue	  that	  the	  subversive	  behaviours	  of	  hackers	  were	  
in	  fact	  the	  beginnings	  of	  many	  innovations	  that	  people	  enjoy	  today.	  	  Among	  the	  perpetrators	  
were	  college	  kids	  Steve	  Wozniak	  and	  Steve	  Jobs,	  future	  founders	  of	  Apple	  Computer,	  who	  
launched	  a	  home	  industry	  making	  and	  selling	  blue	  boxes.	  
	  
8.3.2  The Beast 
As	  the	  phreaker	  community	  demonstrates,	  people	  are	  prepared	  to	  risk	  themselves	  for	  the	  
opportunity	  to	  experiment	  with	  technology	  in	  playful	  and	  communal	  ways.	  Not	  only	  can	  such	  
activities	  result	  in	  a	  skilled	  community	  but	  it	  also	  offers	  people	  a	  unique	  way	  to	  transform	  their	  
everyday	  lives	  and	  city	  spaces	  into	  sites	  for	  risky	  and	  adventurous	  encounters.	  
Much	  later,	  in	  2001,	  a	  similar	  phenomenon	  occurred	  with	  the	  release	  of	  the	  first	  large	  scale	  
alternate	  reality	  game	  (ARG).	  ARGs	  are	  siblings	  of	  the	  LBG	  as	  they	  blur	  the	  edges	  between	  the	  
game	  world	  and	  the	  real	  world	  the	  players	  inhabit.	  However,	  the	  elements	  of	  play	  can	  be	  
provided	  to	  the	  players	  in	  almost	  any	  form,	  including	  email,	  land	  mail,	  faxes,	  websites,	  instant	  
messaging,	  internet	  relay	  chat	  (IRC)	  channels,	  etc.	  An	  early	  version	  of	  an	  ARG	  was	  known	  as	  The	  
Beast,	  produced	  by	  Microsoft	  and	  Dreamworks	  as	  a	  publicity	  game	  leading	  up	  to	  the	  release	  of	  
the	  2001	  Steven	  Spielberg	  film	  Artificial	  Intelligence	  (AI).	  	  	  
In	  early	  April	  2001,	  movie	  fans	  started	  to	  notice	  a	  series	  of	  distributed	  clues	  and	  narratives	  on	  
film	  posters	  that	  led	  to	  websites,	  that	  led	  to	  phone	  numbers,	  etc.	  It	  appeared	  to	  be	  some	  sort	  of	  
game.	  However,	  there	  did	  not	  seem	  to	  be	  any	  evidence	  of	  game	  rules	  or	  rewards.	  As	  a	  group	  of	  
self-­‐organising	  participants,	  the	  Cloudmakers	  (2001)	  explained	  that	  ‘websites	  and	  offline	  
identities	  have	  been	  created	  for	  characters	  and	  sentient	  machines	  from	  AI	  (the	  film),	  for	  
organizations	  inhabiting	  the	  world	  where	  the	  film	  is	  set,	  and	  even	  for	  some	  of	  the	  fictitious	  
people	  credited	  with	  making	  the	  movie.	  	  The	  websites	  give	  fans	  a	  hint	  of	  the	  story	  played	  out	  in	  
the	  film,	  and	  some	  intriguing	  clues	  about	  who	  does	  what	  to	  whom’.	  Narrative	  clues	  could	  be	  
found	  on	  websites,	  in	  HTML	  source	  code,	  voice	  recordings	  left	  on	  phones	  and	  photographs	  and	  
packages	  left	  in	  public	  bathrooms	  across	  New	  York,	  Chicago	  and	  Los	  Angeles.	  
According	  to	  Jane	  McGonigal	  (2003),	  when	  this	  game	  came	  to	  an	  end,	  some	  players	  had	  been	  so	  
immersed	  in	  the	  experience	  that	  they	  wished	  to	  stay	  engaged	  with	  the	  community	  they	  had	  
formed	  and	  continue	  their	  collective	  activities.	  When	  the	  attacks	  on	  New	  York	  occurred	  on	  11	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September	  2001,	  a	  particular	  community	  of	  players	  calling	  themselves	  Cloudmakers	  re-­‐gathered	  
with	  the	  intention	  of	  resolving	  the	  mystery	  using	  the	  methods	  of	  collaboration	  they	  had	  
established	  while	  playing	  The	  Beast.	  However,	  this	  activity	  was	  thought	  by	  some	  Cloudmakers	  to	  
beextreme	  	  and	  they	  refused	  to	  participate,	  reminding	  members	  that	  ‘this	  is	  not	  a	  game’.	  	  
The	  confusion	  is	  somewhat	  acceptable,	  as	  the	  producers	  of	  The	  Beast	  always	  maintained	  that	  
The	  Beast	  was	  not	  a	  game.	  In	  fact,	  the	  alternate	  reality	  gamers	  now	  normally	  refer	  to	  this	  style	  of	  
game	  as	  a	  TING	  (This	  is	  Not	  a	  Game).	  	  This	  is	  a	  tribute	  to	  the	  game	  designers’	  ability	  to	  design	  a	  
series	  of	  events	  that	  enabled	  a	  highly	  immersive	  and	  engaging	  experience	  for	  game	  players,	  
particularly	  as	  it	  is	  set	  in	  their	  normal	  existence	  of	  space	  and	  time.	  Carless	  (2011)	  reported	  a	  
similar	  kind	  of	  crazed	  dedication	  during	  another	  ARG	  event	  called	  ‘I	  Love	  Bees’	  (2004	  by	  42	  
Entertainment),	  reporting	  that	  ‘someone	  risked	  being	  swept	  away	  in	  Hurricane	  Katrina	  to	  receive	  
a	  phone	  call	  related	  to	  I	  Love	  Bees.’	  	  
Conversely,	  since	  marketing	  campaigners	  have	  embraced	  ARGs,	  players	  have	  become	  more	  
resistant	  to	  committing	  on	  the	  same	  levels	  previously	  reported.	  Alexander	  (2011)	  complains	  that	  
‘ARGs	  prey	  on	  the	  natural	  desire	  that	  all	  people	  have	  had,	  since	  childhood,	  to	  stumble	  upon	  a	  
special	  secret	  -­‐-­‐	  and	  subvert	  that	  desire	  into	  the	  service	  of	  a	  marketing	  campaign.	  I'd	  rather	  them	  
be	  a	  bit	  more	  honest.	  Give	  us	  an	  idea	  of	  what	  it's	  all	  for	  and	  what	  we	  can	  expect	  -­‐-­‐	  that	  way,	  you	  
can	  surprise	  us	  by	  beating	  our	  expectations,	  not	  letting	  them	  down.	  And	  give	  us	  something	  for	  
our	  trouble	  besides	  the	  joy	  of	  having	  been	  marketed	  to.’	  Adam	  Austin-­‐Andrew	  (2011),	  in	  
response	  to	  the	  2008	  Cloverfield	  film	  promotion	  ARG,	  observed	  that	  ‘I	  have	  taken	  part	  in	  
advertising	  ARGs	  and	  have	  often	  found	  the	  community	  aspect	  involved	  in	  research	  and	  problem-­‐
solving	  to	  be	  more	  rewarding	  than	  the	  product	  being	  advertised.’	  	  
In LBG Terms 
Game	  world:	  The	  real	  world,	  in	  particular	  parts	  of	  Manhattan,	  New	  York	  and	  in	  the	  virtual	  world	  
via	  forums	  and	  fake	  websites.	  
Gameplay:	  Follow	  clues	  hidden	  in	  virtual	  (online)	  and	  physical	  environments	  in	  Manhattan	  to	  
solve	  the	  mystery	  of	  the	  missing	  AI	  character.	  
Game	  rules:	  No	  specific	  rules	  were	  distributed.	  	  
Tools:	  Players	  engaged	  mostly	  through	  online	  forums,	  emails	  and	  chat	  services.	  
Agents:	  Game	  characters	  presented	  online,	  and	  participants	  of	  the	  game	  forums.	  
Nodes:	  Web	  addresses	  (URLs)	  and	  some	  locations	  in	  Manhattan,	  USA.	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Impact:	  This	  is	  a	  game	  experience	  that	  engages	  players	  beyond	  the	  virtual	  environment	  into	  the	  
realms	  of	  reality.	  For	  an	  LBG	  to	  be	  successful,	  it	  can	  potentially	  alter	  the	  players’	  perceptions	  of	  
their	  own	  space:	  increasing	  their	  agency	  and	  motivation	  to	  become	  collaborative	  authors	  of	  the	  
experience.	  This	  allows	  for	  a	  new	  kind	  of	  engagement	  in	  the	  culture	  of	  cities,	  and	  also	  broadens	  





An	  increasingly	  popular	  leisure	  sport	  that	  originated	  in	  the	  United	  States	  and	  normally	  played	  out	  
in	  local	  parks.	  This	  is	  basically	  a	  treasure	  hunt	  activity	  using	  mobile	  GPS	  (Global	  Position	  Systems)	  
devices.	  Participants	  go	  to	  the	  formal	  website	  (http://www.geocaching	  .com)	  and	  can	  either	  post	  
a	  series	  of	  GPS	  position	  clues	  for	  fellow	  geocachers	  to	  find	  a	  hidden	  cache	  (treasure)	  or	  select	  one	  
already	  posted	  by	  another	  geocacher.	  The	  geocachers	  that	  have	  selected	  a	  ‘cache’	  clue	  then	  head	  
off	  with	  their	  GPS	  devices	  to	  locate	  hidden	  objects	  and	  messages.	  Once	  they	  have	  found	  the	  
cache,	  participants	  can	  return	  to	  the	  website	  to	  ‘log	  their	  find’	  and	  comment	  on	  their	  
experiences.	  Some	  geocachers	  formed	  online	  groups	  that	  organised	  ‘event	  caches’	  and	  social	  
occasions.	  However,	  at	  the	  time,	  most	  of	  the	  caches	  were	  limited	  to	  simple	  treasure	  hunts	  that	  
do	  not	  intend	  to	  engage	  participants	  in	  the	  culture	  of	  the	  sites	  they	  entered.	  They	  tended	  to	  treat	  
the	  environment	  as	  a	  ‘stage’	  for	  play	  rather	  than	  as	  a	  potentially	  dynamic	  agent	  with	  multiple	  
features	  and	  histories.	  In	  Los	  Angeles,	  America,	  the	  geocachers	  quickly	  gained	  a	  reputation	  for	  
being	  ‘geotrashers’,	  notorious	  for	  using	  the	  parks	  as	  arenas	  of	  play	  with	  little	  concern	  of	  the	  
ecological	  impacts.	  Shaw	  (2004)	  reported	  in	  the	  local	  press	  in	  Milwaukee	  that	  428	  caches	  had	  
been	  found	  in	  the	  area	  and	  ‘that	  kind	  of	  fanaticism	  bothers	  some	  park	  officials,	  who	  say	  
geocaching	  leads	  to	  geotrashing.	  They	  worry	  that	  hundreds	  of	  people	  tramping	  through	  their	  
woods	  will	  damage	  plants	  and	  habitat’.	  
In LBG Terms 
Game	  world:	  Everyday	  locations	  where	  GPS	  readings	  are	  available.	  
Gameplay:	  You	  can	  choose	  caches	  by	  country,	  state	  or	  postcode,	  and	  then	  there	  are	  many	  
different	  types	  of	  caches,	  such	  as	  traditional	  cache,	  multi-­‐cache,	  virtual	  cache,	  event	  cache,	  
webcam	  cache	  and	  puzzle	  cache.	  	  Some	  caches	  have	  stories	  built	  around	  them	  that	  participants	  
can	  add	  to	  when	  they	  	  ‘log’	  their	  visit	  to	  describe	  and	  share	  their	  encounters	  along	  the	  way	  and	  to	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leave	  ‘spoilers’	  for	  other	  geocachers.	  Links	  to	  various	  maps	  can	  be	  made	  available	  and	  you	  can	  
easily	  find	  other	  related	  caches,	  nearby	  caches	  and	  other	  postings	  by	  the	  same	  geocacher.	  	  
Game	  rules:	  When	  you	  find	  a	  ‘cache’	  you	  are	  expected	  to	  take	  a	  trinket	  and	  leave	  one.	  Then	  you	  
can	  post	  your	  ‘find’	  on	  the	  web,	  and	  it	  is	  preferred	  that	  you	  also	  post	  a	  comment.	  
Tools:	  Website	  and	  hand	  held	  GPS	  device.	  
Agents:	  Participants	  post	  a	  ‘geocache’	  on	  the	  website.	  They	  challenge	  other	  players	  with	  clues,	  
codes	  and	  stories	  
Nodes:	  Local	  ‘caches’	  geographically	  positioned	  as	  a	  ‘way	  point’	  that	  normally	  take	  the	  form	  of	  
plastic	  treasure	  chests	  filled	  with	  trinkets	  to	  swap.	  
Impact:	  Geocaching	  has	  a	  great	  potential	  for	  engaging	  people	  in	  outdoor	  activities,	  and	  facilitates	  
a	  sharing	  of	  those	  experiences	  by	  offering	  on-­‐line	  forums	  and	  regular	  events.	  Although	  the	  activity	  
does	  not	  require	  the	  geocachers	  to	  meet,	  it	  does	  require	  on-­‐line	  interaction,	  as	  the	  participants	  
are	  both	  the	  producers	  and	  the	  players	  of	  the	  experiences.	  
	  
8.3.4 Close Encounters  
By	  reviewing	  a	  map	  of	  the	  current	  geocaches	  in	  Los	  Angeles,	  artists	  Christina	  Ulke	  and	  Marc	  
Herbst	  recognised	  a	  complete	  lack	  of	  activity	  in	  the	  South	  Central	  area.	  This	  statistic	  revealed	  
certain	  demographics	  and	  characteristics	  of	  local	  players	  currently	  participating	  in	  geocaching	  as	  
probably	  middle-­‐class	  Caucasians	  on	  trendy	  mountain	  bikes.	  Ulke	  &	  Herbs	  (2002)	  reported	  on	  
their	  website	  that	  the	  geocachers	  typically	  ‘look	  for	  terrains	  to	  be	  without	  conflicts.	  It	  is	  
interesting	  that	  there	  are	  so	  few	  geocaches	  in	  the	  South	  of	  the	  10.	  As	  much	  as	  it	  speaks	  of	  the	  
fear	  of	  those	  living	  north	  of	  the	  10,	  it	  also	  speaks	  of	  the	  cultural	  difference	  and	  questions	  of	  
economic	  access	  by	  residents	  living	  South	  of	  the	  10’.	  In	  response,	  Ulke	  and	  Herbst	  challenged	  
geocachers	  by	  setting	  up	  a	  game	  that	  invited	  them	  to	  proactively	  step	  out	  from	  the	  typically	  safe	  
urban	  environments	  into	  the	  charged	  terrain	  of	  racial	  politics	  by	  sending	  them	  into	  Leimert	  Park,	  
a	  middle	  class	  African	  American	  neighbourhood.	  	  
In LBG Terms 
Game	  world:	  Leiment	  Park,	  South	  Central	  Las	  Angeles.	  
Gameplay:	  Geocachers	  were	  to	  complete	  a	  series	  of	  cache	  challenges	  posted	  on	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http://www.geocaching	  .com.	  Once	  they	  found	  a	  cache	  clue,	  they	  were	  to	  email	  the	  answers	  to	  an	  
anonymous	  address.	  For	  example,	  the	  geocachers	  were	  instructed	  to	  find	  a	  wall	  mural	  and	  then	  
‘tell	  us	  one	  of	  the	  quotes	  that	  are	  written	  on	  its	  top.	  FYI	  -­‐	  it’s	  worth	  your	  while	  to	  check	  out	  the	  
nearby	  museum	  and	  talk	  to	  the	  docent.	  The	  whole	  neighbourhood	  is	  amazing.’	  The	  players	  were	  
encouraged	  to	  post	  stories	  about	  their	  experiences	  there,	  in	  particular	  their	  interactions	  with	  local	  
inhabitants	  as	  evidence	  of	  participation.	  	  
Game	  rules:	  Find	  as	  many	  caches	  as	  possible	  and	  report	  the	  finding	  via	  email.	  Participants	  were	  
not	  to	  post	  their	  answer	  on	  the	  website	  even	  if	  encrypted,	  as	  people	  could	  use	  them	  to	  cheat.	  	  
Tools:	  Website	  and	  hand	  held	  GPS	  device.	  
Agents:	  Any	  person	  participating	  in	  this	  geocache	  activity	  and	  the	  local	  participants	  that	  were	  
approached	  on-­‐site	  as	  part	  of	  the	  experience	  
Nodes:	  Local	  ‘cache’	  positions	  in	  Leiment	  Park.	  
Impact:	  The	  authors	  of	  this	  challenge	  intended	  for	  the	  geocache	  players	  to	  feel	  slightly	  unsettled,	  
and,	  therefore,	  more	  aware	  of	  the	  terrain	  that	  they	  passed	  through.	  The	  authors	  ensured	  that	  the	  
players	  did	  not	  only	  skim	  the	  surface	  of	  the	  site,	  but	  encouraged	  them	  to	  engage	  with	  the	  place	  
and	  people.	  Players,	  once	  equipped	  with	  tools	  of	  play,	  were	  able	  to	  experience	  urban	  spaces	  not	  
normally	  traversed	  with	  a	  new	  sense	  of	  access	  and	  agency.	  	  The	  premise	  of	  the	  game	  seemed	  to	  
give	  the	  players	  more	  affordances	  to	  enter	  a	  space	  they	  would	  not	  normally	  traverse	  due	  to	  
cultural	  differences	  and	  preconceptions.	  
	  
8.3.5  I like Frank in Adelaide 
http://www.ilikefrank.com/	  
Blast	  Theory	  (http://www.blasttheory.co.uk/)	  is	  a	  group	  of	  artists	  in	  Britain	  that	  specialise	  in	  
interactive	  performances,	  installations,	  video	  and	  mixed	  reality	  projects.	  They	  work	  together	  with	  
the	  Mixed	  Reality	  Lab	  (http://www.mrl.nott.ac.uk/),	  which	  is	  an	  interdisciplinary	  research	  
initiative	  at	  the	  University	  of	  Nottingham.	  The	  MRL	  brings	  together	  leading	  researchers	  in	  
Computer	  Science,	  Engineering	  and	  Psychology	  to	  research	  new	  technologies.	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An	  image	  of	  the	  virtual	  world	  interface	  and	  the	  mobile	  mapping	  interface	  used	  during	  the	  ‘Frank’	  game	  
in	  Adelaide,	  South	  Australia.	  
Frank	  can	  be	  described	  as	  a	  mixture	  of	  hide-­‐and-­‐seek	  and	  a	  treasure	  hunt.	  When	  the	  real	  players	  
and	  the	  online	  players	  came	  into	  proximity	  of	  one	  another,	  the	  online	  players	  could	  send	  text	  
messages	  to	  the	  phones	  of	  the	  real	  players	  and	  the	  real	  players	  could	  record	  audio	  messages	  
which	  were	  relayed	  back	  to	  the	  online	  players	  as	  they	  collaborate	  to	  find	  Frank	  (as	  illustrated	  
above).	  However,	  as	  Giannachi	  (2006)	  pointed	  out,	  ‘Frank	  is	  an	  idea.	  You	  never	  meet	  him	  in	  
person’.	  
According	  to	  an	  interview	  with	  Adams,	  a	  founding	  member	  of	  Blast	  Theory,	  they	  had	  only	  needed	  
a	  few	  days	  to	  become	  acquainted	  with	  the	  city	  before	  setting	  the	  boundaries	  for	  the	  game	  world.	  
Nunn	  (2004)	  testified	  that	  ‘Adelaide	  is	  a	  great	  place	  to	  travel	  around	  on	  foot	  when	  it's	  not	  really	  
hot,	  so	  it's	  very	  nice	  in	  that	  respect’.	  As	  for	  why	  they	  chose	  Adelaide	  to	  launch	  I	  Like	  Frank,	  
Adams	  responded	  in	  another	  interview	  with	  Box	  (2004)	  that	  ‘Adelaide	  is	  one	  of	  only	  a	  few	  cities	  
in	  the	  world	  that	  offers	  a	  3G	  mobile	  network.	  We’ve	  been	  given	  the	  use	  of	  the	  networks,	  
handsets	  and	  call	  time	  to	  do	  whatever	  we	  want	  to	  explore	  the	  technology,	  and	  this	  acted	  as	  a	  big	  
plus	  in	  coming	  to	  Adelaide.’	  
Most	  of	  the	  instructions	  players	  received	  required	  either	  a	  conversation	  with	  the	  public	  on	  the	  
street	  in	  order	  to	  receive	  directions	  to	  different	  locations,	  or	  impromptu	  performances	  in	  public	  
cafes,	  bars	  and	  other	  social	  spaces	  (including	  spontaneous	  dances,	  songs	  and	  poetry),	  to	  receive	  
clues	  as	  to	  where	  Frank	  might	  be.	  As	  Chandler	  (2004)	  recommends,	  the	  interactions	  that	  resulted	  
could	  thus	  be	  understood	  as	  an	  ‘exchange	  among	  strangers	  in	  the	  city,	  where	  encounter	  with	  the	  
market	  economy	  or	  civil	  society	  is	  usually	  a	  regulated,	  ritualised	  and	  more	  distanced	  performance	  
from	  the	  more	  intimate	  personal	  and	  private	  spheres	  of	  interaction’.	  
There	  were	  opposing	  reports	  from	  players	  about	  their	  experiences.	  Some	  were	  reflective	  and	  
positive.	  As	  reported	  by	  Walker	  (2004),	  ‘I	  didn’t	  find	  Frank	  in	  any	  kind	  of	  embodied	  sense,	  but	  his	  
trace	  encouraged	  me	  to	  be	  a	  tourist	  in	  my	  own	  city	  and	  to	  keep	  seeking	  out	  those	  individual	  and	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uncommon	  details	  that	  struggle	  for	  recognition	  within	  the	  everyday	  experience	  of	  public	  life’.	  
Another	  player’s	  experience	  was	  less	  satisfying.	  In	  a	  review,	  Mitchell	  (2004)	  reported	  that	  
‘truthfully,	  I	  had	  felt	  frantic	  and	  somewhat	  disconnected…	  I	  became	  confused	  at	  times,	  trying	  to	  
decide	  whether	  the	  messages	  I	  was	  receiving	  were	  coming	  from	  Frank,	  online	  players,	  or	  the	  
game’s	  hosts,	  whom	  I	  imagined	  must	  be	  exasperated	  with	  my	  cloddishness’.	  I	  spoke	  with	  a	  
Brisbane	  artist,	  Keith	  Armstrong,	  after	  he	  completed	  Frank,	  who	  expressed	  a	  view	  that	  some	  of	  
the	  clues	  given	  by	  Blast	  Theory	  and	  other	  players	  were	  often	  ‘Adelaide-­‐centric’,	  in	  that	  they	  
assumed	  knowledge	  of	  the	  location.	  Keith	  also	  told	  me	  that	  he	  was	  often	  told	  to	  head	  towards	  a	  
landmark	  by	  name	  rather	  than	  by	  coordinates.	  As	  a	  visitor	  to	  the	  city,	  Keith	  found	  such	  
instructions	  difficult	  to	  follow,	  as	  the	  site	  was	  unfamiliar	  to	  him.	  
Can	  You	  See	  Me	  Now?	  was	  a	  previous	  iteration	  of	  Frank,	  also	  created	  by	  Blast	  Theory,	  hosted	  
over	  a	  few	  days	  in	  November	  2001	  and	  set	  in	  Sheffield,	  England.	  As	  with	  Frank,	  the	  game	  was	  
delivered	  simultaneously	  online	  and	  on	  the	  streets	  via	  networked	  interfaces.	  Players	  from	  
anywhere	  in	  the	  world	  could	  play	  online	  in	  a	  virtual	  city	  to	  track	  down	  members	  of	  Blast	  Theory,	  
referred	  to	  as	  street	  ‘runners’	  and	  carrying	  satellite	  devices.	  Tracked	  by	  these	  satellite	  positions,	  
the	  runners	  appeared	  online	  next	  to	  players	  on	  a	  map	  of	  the	  city	  (illustrated	  below).	  	  
	   	  
An	  image	  of	  the	  virtual	  world	  of	  CYSMN	  and	  a	  photograph	  of	  a	  participating	  player	  with	  a	  Blast	  Theory	  
portable	  GPS	  device.	  
As	  demonstrated	  in	  the	  images	  above,	  most	  of	  the	  devices	  required	  for	  participation	  were	  not	  
readily	  available	  and	  were	  instead	  provided	  by	  Blast	  Theory.	  As	  such,	  players	  considered	  the	  
game	  as	  an	  event	  outside	  of	  their	  normal	  experience	  or	  their	  capacity	  for	  producing	  their	  own	  
possible	  interpretations.	  For	  the	  SCOOT	  project,	  it	  is	  important	  to	  not	  only	  motivate	  players	  to	  re-­‐
imagine	  spaces	  as	  sources	  of	  play	  and	  storytelling,	  but	  also	  to	  allow	  for	  them	  to	  use	  their	  own	  
devices	  as	  tools	  for	  personal	  creativity	  and	  experimentation.	  Unlike	  Blast	  Theory	  events,	  SCOOT	  
acts	  as	  a	  demonstration	  for	  how	  everyday	  spaces	  and	  tools	  can	  be	  appropriated,	  and	  provides	  a	  




In LBG Terms 
Game	  world:	  Street	  players	  played	  in	  the	  physical	  location	  of	  the	  East	  End	  of	  Adelaide,	  South	  
Australia.	  Other	  players	  could	  play	  on-­‐line,	  which	  constituted	  a	  transparent	  3D	  facsimile	  of	  the	  
East	  End.	  
Gameplay:	  Online	  players	  navigated	  the	  environment	  and	  search	  for	  'postcards',	  red	  virtual	  
photos	  that	  were	  placed	  on	  almost	  every	  street	  throughout	  the	  game.	  Once	  a	  player’s	  secret	  
postcard	  was	  found	  they	  had	  to	  direct	  a	  real	  life	  player	  to	  the	  real	  world	  location	  of	  that	  card	  
through	  text	  messaging	  to	  collect	  the	  physical	  object	  for	  them.	  The	  online	  player	  could	  then	  give	  
their	  address	  to	  the	  real	  world	  player	  and	  have	  the	  postcard	  mailed	  to	  their	  home.	  
Game	  rules:	  The	  game	  ran	  from	  Tuesday	  March	  2nd	  until	  Saturday	  March	  13th.	  Tickets	  cost	  $5	  
and	  you	  could	  play	  for	  up	  to	  an	  hour.	  Players	  under	  16	  needed	  to	  be	  accompanied	  by	  an	  adult.	  
Street	  players	  and	  on-­‐line	  players	  had	  to	  collaborate	  to	  find	  clues.	  To	  win	  you	  had	  to	  find	  “Frank”.	  
http://www.ilikefrank.com/street.html	  	  
Tools:	  m.Net	  Corporation's	  3G	  test-­‐bed	  network,	  SMS,	  3G	  phones,	  web	  interface.	  In	  other	  
versions	  of	  this	  type	  of	  game,	  Blast	  Theory	  have	  used	  hand	  held	  Global	  Positioning	  System	  (GPS)	  
devices.	  	  
Agents:	  Some	  actors	  were	  employed	  to	  wander	  along	  game	  paths	  in	  the	  city	  to	  assist	  the	  
momentum	  of	  the	  game.	  
Nodes:	  Planted	  postcards,	  hidden	  in	  various	  locations	  in	  the	  East	  End	  of	  Adelaide.	  
Impact:	  'I	  Like	  Frank	  makes	  one	  abandon	  the	  usual	  ways	  of	  being	  in	  the	  city	  and	  give	  over	  to	  
playing’	  (Walker	  2004,	  para.	  12).	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8.4 Player Engagement Order offered by this Study 
An	  analysis	  of	  game	  mechanics,	  contingencies	  and	  impacts	  has	  informed	  this	  study	  in	  many	  ways.	  
Apart	  from	  the	  analysis	  presented	  in	  this	  chapter,	  this	  study	  has	  focused	  on	  finding	  an	  
articulation	  for	  how	  such	  games	  can	  be	  exploited	  to	  promote	  feelings	  of	  membership	  for	  a	  group	  
of	  players,	  to	  each	  other	  and	  to	  the	  places	  in	  which	  they	  are	  playing.	  It	  was	  evident	  from	  the	  case	  
study	  analysis	  and	  through	  observation	  of	  the	  players	  of	  the	  first	  two	  SCOOT	  iterations	  that	  once	  
a	  sense	  of	  membership	  is	  established	  through	  a	  shared	  game	  experience	  and	  through	  
opportunities	  to	  contribute	  to	  the	  game	  production,	  an	  exclusive	  link	  is	  created	  between	  the	  
players	  based	  on	  their	  knowledge	  and	  participation	  in	  an	  event	  staged	  in,	  and	  made,	  public.	  
These	  members	  could	  now	  compete,	  collaborate	  and	  return	  to	  these	  sites,	  exercising	  a	  newly	  
established	  consensus	  of	  behaviour	  established	  during	  the	  game	  event.	  
Once	  I	  had	  completed	  the	  series	  of	  SCOOT	  LBG	  iterations,	  I	  concentrated	  on	  how	  to	  articulate	  the	  
relationship	  between	  the	  game	  artefacts	  and	  the	  levels	  of	  user	  engagement.	  As	  explained	  in	  
Chapter	  6,	  the	  SCOOT	  interfaces	  were	  designed	  to	  work	  exponentially	  from	  simple	  to	  complex	  as	  
a	  method	  of	  carrying	  the	  players	  from	  normal	  interactions	  in	  place	  to	  the	  fantastic	  and	  
subversive.	  Through	  observation,	  it	  became	  apparent	  that	  there	  was	  also	  a	  coincidental	  
cumulation	  of	  user	  engagement	  levels	  between	  the	  players	  and	  the	  sites	  as	  they	  progressed	  
through	  the	  game.	  	  
Subsequently,	  I	  formulated	  the	  following	  ‘Engagement	  Order’	  and	  ‘Engagement	  Types’	  through	  
reflection	  on	  case	  study	  analysis	  and	  through	  forensic	  observation	  of	  the	  player’s	  interactions	  
during	  SCOOT	  LBG	  events.	  	  
8.4.1 Engagement Order  
It	  became	  part	  of	  the	  design	  specification	  that	  each	  SCOOT	  game	  node	  must	  serve	  to	  progress	  a	  
player	  from	  one	  stage	  of	  the	  following	  ‘engagement	  order’	  to	  the	  next.	  This	  order,	  beginning	  with	  
simple	  physical	  acts,	  moves	  through	  social	  interactions	  and	  cultural	  identifications	  to	  the	  ultimate	  
act	  of	  creative	  agency.	  
1. Physical	  orientation	  with	  the	  game	  spaces	  (virtual	  and	  physical)	  
2. Social	  interaction	  between	  players	  (within	  groups	  and	  between	  groups)	  
3. Cultural	  identification	  with	  familiar	  artefacts	  and	  previously	  unexplored	  artefacts	  
(contemporary	  and	  historic)	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4. Creative	  expression	  (digital	  and	  material)	  through	  gameplay	  and	  by	  participating	  in	  game	  
workshops	  and	  community	  websites.	  
	  
Various	  player	  groups	  participating	  in	  the	  SCOOT	  LBG	  in	  various	  locations,	  engaging	  in	  various	  game	  
activities	  as	  listed	  above.	  
8.4.2 Engagement Types 
As	  a	  SCOOT	  player	  progresses	  through	  the	  engagement	  order	  of	  the	  SCOOT	  LBG	  event,	  they	  are	  
also	  afforded	  an	  opportunity	  to	  consider,	  participate,	  cooperate	  and	  contribute	  as	  both	  game	  
players	  and	  potential	  game	  makers,	  expanding	  their	  practice	  from	  passive	  to	  innovative.	  The	  
following	  provides	  a	  summative	  list	  of	  potential	  player	  engagement	  types,	  or	  profiles:	  	  	  
1 Casual:	  Curious	  experimentation	  with	  the	  interface	  	  
2 Interested:	  Exploration	  and	  manipulation	  
3 Committed:	  Complete	  a	  program	  remotely,	  refer	  use	  to	  others	  
4 Creative	  and	  Intellectual:	  Response	  work	  (both	  creative	  an	  written	  responses)	  
5 Entrepreneurial:	  Derivative	  works	  using	  tools	  provided	  
	  
The	  assumption	  is	  that	  user	  engagement	  is	  more	  valuable,	  as	  it	  moves	  from	  casual	  to	  committed	  
to	  entrepreneurial,	  but	  this	  model	  provides	  a	  basis	  for	  testing	  that	  hypothesis	  by	  focusing	  on	  
specific	  value	  indicators.	  The	  final	  level	  of	  ‘entrepreneurial’	  engagement	  is	  the	  definitive	  evidence	  
of	  the	  game’s	  transformative	  potential.	  This	  type	  of	  inspired	  participation	  takes	  the	  impact	  of	  the	  
work	  (SCOOT)	  beyond	  the	  potential	  to	  alter	  players’	  perceptions	  and	  interactions	  in	  place.	  
Instead,	  this	  level	  of	  player	  response	  and	  expression	  brings	  the	  players	  into	  the	  previously	  
exclusive	  community	  of	  practitioners.	  	  This	  is	  particularly	  useful	  in	  measuring	  the	  impact	  of	  the	  
work,	  as	  it	  signals	  a	  significant	  amount	  of	  knowledge	  transfer	  beyond	  the	  10%	  rule	  (Section	  
2/3.2.3)	  as	  the	  players	  are	  transformed	  into	  makers	  of	  games.	  This	  also	  transforms	  SCOOT	  from	  
an	  ‘event’	  that	  presents	  a	  particular	  case	  of	  creative	  intervention	  in	  place,	  to	  an	  ‘event’	  that	  
	  
110	  
reveals	  systems	  and	  demonstrates	  a	  method	  for	  players	  to	  intervene	  in	  these	  systems	  
independent	  of	  SCOOT	  or	  any	  other	  perceived	  authority	  and	  operator	  of	  public	  space.	  
	  
Next… 
After	  contemplating	  the	  potentials	  of	  virtual	  and	  location-­‐based	  games	  it	  became	  clearer	  as	  to	  
how	  I	  may	  imbue	  the	  urban	  environment	  with	  a	  unique	  kind	  of	  semiotic	  mythology	  and	  
encourage	  playful	  interactions.	  It	  was	  also	  becoming	  more	  evident	  that	  a	  ‘game’	  could	  offer	  an	  
alternative	  motivation	  for	  groups,	  such	  as	  young	  families,	  to	  visit	  and	  engage	  in	  museum,	  gallery	  
and	  university	  places.	  
However,	  many	  of	  the	  LBGs	  described	  in	  the	  this	  chapter	  have	  explored	  LBGs	  as	  technical	  and	  
playful	  events	  that,	  although	  they	  may	  engage	  people	  in	  histories	  of	  place,	  they	  do	  not	  
necessarily	  make	  explicit	  the	  dynamics	  of	  place	  that	  they	  intend	  to	  subvert	  or	  transform.	  I	  argue	  
that	  the	  LBGs	  mentioned	  are	  often	  experimental	  extensions	  of	  an	  existing	  practice	  in	  theatre,	  
film	  and	  game	  design.	  However,	  to	  successfully	  intervene	  in	  more	  complex	  situations	  of	  what	  
Lefebvre	  (2003)	  calls	  the	  ‘spatial	  texts’	  it	  is	  necessary	  to	  take	  a	  more	  forensic	  approach	  to	  the	  
study	  of	  the	  kinds	  of	  places	  such	  interventions	  are	  designed	  for.	  	  
Next	  is	  a	  discussion	  on	  the	  contingencies,	  explicit	  and	  implicit,	  in	  such	  institutional	  spaces	  that	  
potentially	  encourage	  or	  discourage	  game-­‐like	  interaction.	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9 DYNAMICS OF PLACE. LIMITS AND POTENTIALS 
FOR LBG INTERVENTION. 
The	  SCOOT	  Events	  are	  located	  in	  institutional	  spaces	  such	  as	  museums	  and	  universities	  as	  they	  
have	  well	  established	  semiotic	  signs,	  codes	  and	  conventions	  that	  relate	  closely	  to	  how	  people	  
perceive	  the	  space	  and	  hence	  how	  they	  tend	  to	  behave	  within	  them.	  Such	  places	  are	  specifically	  
sites	  of	  inherited	  cultural	  practice	  that	  have	  rules,	  rituals,	  conventions	  and	  designations.	  As	  Lowry	  
(1999),	  the	  then	  Director	  of	  The	  Museum	  of	  Modern	  Art	  (New	  York),	  stated,	  traditionally	  
‘museums	  are	  generally	  understood	  to	  be	  places	  of	  learning	  and	  inspiration…	  a	  venue	  for	  the	  
systematic	  organization	  and	  presentation	  of	  artistic	  and	  natural	  phenomena…	  a	  public	  space,	  
dedicated	  to	  the	  diffusion	  of	  knowledge.’	  Furthermore,	  MacGregor	  (2004),	  then	  Director	  of	  the	  
British	  Museum	  (London),	  acknowledged	  the	  need	  to	  keep	  a	  ‘balance	  between	  being	  a	  place	  of	  
learning	  and	  knowledge	  and	  a	  place	  of	  enjoyment.’	  
This	  study	  emphasises	  the	  capacity	  for	  museum	  spaces	  to	  be	  ‘places	  of	  enjoyment’	  through	  
superimposing	  a	  game	  as	  a	  kind	  of	  ‘sign	  vehicle’	  (Goffman,	  1951,	  294)	  to	  deliver	  a	  novel	  mixture	  
of	  museum	  and	  gameplay	  carnival	  tropes.	  This	  way,	  the	  game,	  SCOOT,	  combines	  learning	  
activities	  with	  playful	  entertainment.	  	  
9.1 Place as Muse and Stage 
This	  practice	  is	  committed	  to	  creating	  a	  work	  that	  transforms	  the	  relationships	  to	  place	  for	  both	  
the	  designers	  and	  players.	  In	  particular,	  this	  relates	  to	  the	  following	  core	  processes	  determined	  
by	  this	  study:	  
− 	  Transforming	  people’s	  perceived	  access	  to	  place	  as	  a	  creative	  muse	  and	  stage	  
− 	  Transforming	  people’s	  expected	  and	  actual	  behaviour	  in	  these	  places	  from	  reverential	  
and	  contemplative	  to	  expectant	  and	  playful	  
− 	  Inspiring	  groups	  to	  have	  spontaneous,	  novel,	  subversive,	  collaborative	  and	  creative	  
experiences	  in	  these	  places	  
SCOOT	  is	  both	  a	  response	  to	  place	  and	  an	  intervention	  in	  place.	  Place	  is	  technical	  and	  social.	  It	  is	  
historic	  and	  of	  its	  time.	  Place	  is	  both	  fixed	  and	  flexible.	  Above	  all,	  public	  places	  are	  designed.	  
Place	  is	  both	  a	  force	  to	  contend	  with	  and	  a	  space	  with	  forces	  acting	  on	  it.	  Place	  imposes	  limits	  
and	  opportunities	  for	  human	  interaction.	  Both	  the	  limits	  and	  opportunities	  of	  a	  place	  are	  
understood	  through	  the	  human	  lens	  of	  culturally	  produced	  codes	  and	  conventions.	  SCOOT	  is	  an	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attempt	  to	  intervene	  in	  these	  codes	  and	  conventions	  to	  subvert	  normal	  perceptions	  of	  place	  and	  
to	  tempt	  alternative	  behaviours.	  This	  requires	  a	  study	  into	  exigencies	  of	  place	  that	  can	  both	  limit	  
and	  encourage	  creative	  encounters	  and	  interactions.	  	  	  
This	  following	  chapter	  outlines	  the	  theoretical	  perspectives	  that	  inform	  the	  design	  strategies,	  
event	  deployment	  and	  evaluation.	  I	  begin	  with	  a	  description	  of	  the	  kinds	  of	  places	  (urban	  cultural	  
precincts)	  that	  the	  SCOOT	  LBG	  event	  is	  designed	  for	  and	  presented	  in.	  Followed	  by	  theoretical	  
perspectives	  of	  ‘place’	  summarised	  as:	  
− Social-­‐Spatial	  Legacies	  and	  Contingencies:	  Understanding	  historic	  legacies	  embedded	  in	  
space	  that	  determine	  socio-­‐spatial	  practices.	  
− Interventions	  in	  Social-­‐Cultural-­‐Spatial	  Practices:	  A	  brief	  look	  at	  how	  some	  artists	  have	  
intervened	  in	  the	  cultural	  precincts,	  such	  as	  public	  museums.	  
− Narrative	  Resonances	  in	  Place:	  Identification	  with	  and	  appropriation	  of	  narratives	  in	  
place	  and	  the	  impact	  on	  collective	  identities.	  
	  
For	  the	  purposes	  of	  this	  practice,	  these	  social-­‐spatial	  dynamics	  of	  place	  inform	  what	  Riccouer	  
(1990)	  refers	  to	  as	  Memesis	  1,	  the	  ‘preconfiguration’	  stage	  of	  a	  transformative	  process.	  Mimesis	  
1	  acknowledges	  the	  pre-­‐existing	  interpretation	  and	  communication	  processes	  that	  impact	  the	  
design	  and	  the	  reception	  of	  the	  project	  informing	  the	  next	  stages	  of	  Mimesis	  2	  and	  3.	  Mimesis	  2	  
and	  3	  being	  the	  ‘configuration’	  and	  ‘reconfiguration’	  stages,	  respectively.	  	  
9.2 Urban Cultural Precincts as an Open Source Resource 
The	  model	  of	  "intelligent	  cities"	  misses	  this	  opportunity	  to	  urbanize	  the	  technologies	  they	  mobilize,	  and	  
futilely	  seeks	  to	  eliminate	  incompleteness.	  The	  planners	  of	  intelligent	  cities,	  actually	  make	  these	  
technologies	  invisible,	  and	  hence	  put	  them	  in	  command	  rather	  than	  in	  dialogue	  with	  users.	  One	  effect	  is	  
that	  intelligent	  cities	  represent	  closed	  systems,	  and	  that	  is	  a	  pity.	  It	  will	  cut	  their	  lives	  short.	  They	  will	  
become	  obsolete	  sooner….	  As	  a	  technological	  practice	  of	  innovation,	  Open	  Source	  has	  not	  quite	  been	  
about	  cities,	  but	  about	  the	  technology…	  Recovering	  the	  incompleteness	  of	  cities	  means	  recovering	  a	  
space	  where	  the	  work	  of	  open	  sourcing	  the	  urban	  can	  thrive	  (Sassen	  2011,	  para.	  13).	  
The	  Open	  Source	  philosophy	  and	  methodology	  is	  most	  strongly	  adopted	  by	  developers	  of	  
products	  such	  as	  application	  software,	  operating	  systems,	  programming	  languages	  and	  server	  
software.	  The	  most	  widely	  used	  example	  would	  be	  Linux,	  that	  is	  currently	  run	  on	  more	  than	  90%	  
of	  the	  500	  fastest	  supercomputers	  as	  well	  as	  many	  other	  embedded	  systems	  such	  as	  mobile	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phones,	  tablet	  computers	  and	  video	  game	  consoles.	  Linux	  is	  continuously	  developed	  and	  adapted	  
by	  peer	  production	  and	  collaboration	  as	  the	  underlying	  source	  code	  and	  implementation	  
documentation	  is	  publically	  accessible	  and	  may	  be	  used,	  modified,	  and	  distributed,	  commercially	  
or	  non-­‐commercially.	  	  As	  described	  by	  Hippel	  (2001),	  Open	  Source	  practices	  ‘have	  led	  to	  
innovation,	  development	  and	  consumption	  communities	  run	  completely	  by	  and	  for	  users’.	  
Subsequently,	  Chesbrough	  (2007)	  observed	  that	  ‘even	  business	  communities	  have	  adopted	  Open	  
Source	  practices	  to	  improve	  the	  potential	  for	  innovation	  by	  leveraging	  community	  intelligence,	  
cooperation	  and	  adaptation’.	  Likewise,	  developers	  of	  urban	  spaces	  could	  learn	  a	  great	  deal	  from	  
the	  success	  of	  Open	  Source	  practices.	  For	  Example	  Sassen	  (2011)	  points	  out	  that	  ‘the	  park	  is	  
made	  not	  only	  with	  the	  hardware	  of	  trees	  and	  ponds,	  but	  also	  with	  the	  software	  of	  people's	  
practices’.	  	  
One	  of	  the	  main	  principles	  of	  Open	  Source	  is	  that	  the	  original	  source	  code	  is	  always	  incomplete	  
and	  part	  of	  an	  ongoing	  community	  effort	  to	  adapt	  and	  appropriate.	  This	  study	  began	  with	  the	  
contention	  that	  urban	  space	  is	  an	  Open	  Source	  system	  in	  the	  way	  Sassen	  (2011)	  acknowledges.	  
Although	  urban	  space	  is	  pre-­‐designed	  and	  constructed	  with	  specific	  functions,	  it	  is	  also	  an	  open	  
and	  almost	  infinite	  resource	  for	  creative	  practices.	  	  
The	  SCOOT	  LBG	  is	  set	  in	  Australian	  urban	  spaces,	  specifically	  in	  places	  designed	  as	  cultural	  
precincts	  such	  as	  museum,	  gallery	  and	  university	  environments.	  These	  spaces	  are	  usually	  
developed	  as	  government	  facilities	  for	  public	  good.	  They	  are	  typically	  hybrid	  constructions,	  
mixtures	  of	  traditional	  and	  modern	  structures.	  When	  the	  developers	  of	  hybrid	  spaces	  become	  
involved	  with	  the	  planning	  of	  cultural	  environments,	  it	  is	  obligatory	  that	  these	  environments	  
become	  connected	  to	  the	  world	  of	  global	  information	  flows	  in	  the	  form	  of	  ‘intelligent	  buildings’	  
and	  ‘smart	  offices’.	  As	  a	  result,	  the	  places	  in	  which	  we	  humans	  find	  ourselves	  are	  becoming	  
parallel	  infrastructures	  of	  both	  the	  telematic	  (Graham	  &	  Marvin	  1996)	  and	  physical	  ‘spaces	  of	  
flow’	  (Castells	  2010).	  Although,	  the	  telematics	  can	  improve	  processing	  and	  circulation	  of	  
information,	  urban	  spaces	  are	  primarily	  the	  sites	  of	  human	  experience,	  social	  interaction	  and	  
even	  the	  construction	  of	  identities	  by	  groups	  and	  individuals.	  	  
The	  Creative	  Industries	  Precinct	  (CIP)	  in	  Brisbane,	  Australia	  (next	  image),	  was	  the	  first	  location	  for	  
a	  SCOOT	  LBG	  event,	  and	  the	  second	  SCOOT	  Event	  was	  designed	  and	  hosted	  at	  Federation	  Square,	  
Melbourne.	  In	  many	  ways	  the	  two	  sites	  are	  very	  similar,	  except	  that	  Federation	  Square	  is	  a	  much	  
larger	  public	  place,	  described	  as	  ‘the	  size	  of	  an	  entire	  city	  block,	  Federation	  Square	  is	  a	  living,	  
breathing	  focus	  for	  Melbourne	  and	  Victorian	  community	  life’	  (http://www.fedsquare.com/).	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Photographs	  of	  the	  Creative	  Industries	  Precinct,	  Brisbane	  (SCOOT	  2004	  location)	  and	  Federation	  Square,	  
Melbourne	  (SCOOT	  2005	  and	  2006	  location)	  
The	  CIP	  is	  part	  of	  the	  ‘Kelvin	  Grove	  Urban	  Village’	  (KGUV)	  project	  set	  in	  the	  suburb	  of	  Kelvin	  
Grove,	  on	  the	  very	  edge	  of	  the	  Brisbane	  CBD	  ‘where	  a	  government	  and	  university	  have	  come	  
together	  to	  plan	  and	  build	  a	  new	  integrated	  community’	  (http://www.kgurbanvillage.com.au/).	  
As	  well	  as	  being	  a	  place	  of	  promised	  urban	  renewal	  with	  various	  opportunities	  for	  community	  
engagement,	  this	  is	  a	  site	  that	  boasts	  some	  of	  the	  most	  advanced	  digital	  facilities	  and	  is,	  
therefore,	  a	  rich	  technological	  'node'	  whose	  infrastructure	  is	  connected	  to	  multiple	  remote	  
partner	  'nodes'	  throughout	  the	  country	  and	  overseas.	  	  The	  KGUV	  imagineers	  state	  that:	  	  
It	  (the	  CIP)	  provides	  a	  unique	  opportunity	  for	  designers,	  artists,	  researchers,	  
educators	  and	  entrepreneurs	  to	  easily	  connect	  and	  collaborate	  with	  others	  to	  create	  
new	  work,	  develop	  new	  ideas	  and	  grow	  the	  creative	  industries	  sector	  in	  Queensland	  
(QUT,	  para.	  1)	  
However,	  after	  some	  initial	  analysis,	  I	  was	  not	  convinced	  that	  the	  existent	  communities	  were	  
aware	  of	  the	  potentials	  of	  the	  site.	  Even	  if	  they	  were,	  it	  was	  not	  apparent	  how	  they	  were	  to	  
access	  these	  global	  digital	  facilities.	  It	  became	  my	  intention	  to	  design	  a	  location-­‐based	  game	  that	  
would	  explicitly	  intervene	  in,	  and	  reveal,	  the	  physical	  and	  telematic	  infrastructures	  of	  the	  site	  in	  
an	  effort	  to	  increase	  a	  sense	  of	  access	  and	  agency	  for	  the	  local	  inhabitants,	  which	  were	  mostly	  
students	  of	  the	  Creative	  Industries	  Faculty	  of	  the	  Queensland	  University	  of	  Technology.	  
The	  challenge	  was	  to	  make	  visible	  the	  resources	  of	  place	  and	  demonstrate	  ways	  to	  access	  and	  
manipulate	  them	  for	  a	  creative	  practice,	  presenting	  the	  technologies	  of	  place	  as	  resources	  of	  
value	  through,	  what	  Sassen	  (2011)	  refers	  to	  as	  an	  explicit	  ‘dialogue	  with	  users’.	  	  
Taking	  the	  view	  of	  these	  spaces	  as	  an	  Open	  Source	  system,	  I	  approached	  the	  game	  design	  as	  if	  
the	  locations	  were	  a	  game	  world	  full	  of	  inventory	  for	  manipulation	  and	  modification.	  The	  initial	  
game	  events	  are	  an	  opportunity	  to	  expose	  the	  potentials	  of	  the	  site’s	  telematics	  (digital	  networks	  
and	  interfaces)	  and	  to	  sample	  possible	  ways	  to	  subvert	  them	  for	  creative	  and	  collaborative	  
expression	  in	  an	  effort	  to	  extend	  social	  interactions.	  A	  way	  to	  initiate	  this	  was	  to	  invite	  students	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of	  the	  CIP	  campus	  to	  collaborate	  in	  the	  development	  of	  various	  SCOOT	  works.	  By	  doing	  so	  they	  
were	  given	  access	  to	  various	  systems	  and	  networked	  screens	  as	  developers	  of	  the	  SCOOT	  Event.	  
This	  was	  a	  good	  opportunity	  to	  demonstrate	  to	  the	  administrators	  of	  the	  site,	  how	  they	  could	  
continue	  to	  collaborate	  with	  students	  as	  co-­‐authors	  of	  the	  new	  spaces	  in	  the	  future.	  This	  would	  
also	  test	  the	  limits	  of	  the	  CIP	  as	  an	  Open	  Source	  site	  for	  entrepreneurial	  and	  communal	  practice,	  
as	  was	  intended.	  
9.3 Social-Spatial Legacies and Contingencies of Cultural 
Precincts 
The	  new	  Australian	  cultural	  spaces,	  such	  as	  Federation	  Square,	  typically	  house	  museums,	  parks	  
and,	  sometimes,	  university	  campuses,	  and	  are	  clean	  and	  safe	  environments.	  However,	  for	  young	  
Australians	  they	  can	  also	  feel	  devoid	  of	  dynamic	  human	  interaction.	  Many	  of	  these	  spaces	  have	  
been	  designed	  with	  few	  obvious	  reminders	  of	  the	  past	  or	  opportunities	  to	  imagine	  the	  future.	  	  
Modern	  cultural	  centres	  have	  been	  designed	  to	  appeal	  to	  a	  wider	  audience	  by	  offering	  
democratised	  inclusivity,	  replacing	  the	  historic	  column	  architectures	  of	  authority	  with	  what	  
Landry	  (2003)	  refers	  to	  as	  modern	  ‘materials	  of	  cultural	  ambiguity’.	  Some	  may	  argue,	  however,	  
that	  if	  we	  removed	  all	  of	  the	  cultural	  symbols	  embedded	  in	  place,	  we	  run	  the	  risk	  of	  creating	  
bland,	  homogenised,	  unwelcoming	  spaces	  with	  no	  sustained	  expectation	  of	  discovery	  or	  
adventure,	  or	  spontaneous	  social	  interaction	  or	  creative	  expression	  within	  these	  spaces.	  
Regardless	  of	  the	  ‘newness’,	  they	  are	  still	  sites	  of	  inherited	  cultural	  practice	  that	  have	  rules,	  
rituals,	  conventions	  and	  designations	  that	  Webb	  et	  al	  (2002)	  describe	  as	  constituting	  ‘an	  
objective	  hierarchy,	  and	  which	  produce	  and	  authorise	  certain	  discourse	  and	  activities’.	  	  
Conducting	  a	  literature	  review	  on	  these	  issues	  was	  a	  dizzying	  experience	  with	  all	  of	  the	  
contradictory	  views	  on	  how	  urban	  space	  does	  or	  does	  not	  work	  effectively	  as	  a	  zone	  for	  social	  
and	  cultural	  interaction.	  Zukin	  (1995)	  asserts	  that	  ‘space	  comprises	  of	  interactions	  and	  the	  
material	  infrastructure	  that	  makes	  these	  interactions	  possible…	  communicating	  “who	  belongs”	  in	  
specific	  places.’	  A	  slightly	  different	  view,	  expressed	  by	  Ezzy	  (1998),	  is	  that	  ‘we	  come	  to	  be	  who	  we	  
are	  (however	  ephemeral,	  multiple,	  and	  changing)	  by	  being	  located	  or	  locating	  ourselves	  (usually	  
unconsciously)	  in	  social	  narratives	  rarely	  of	  our	  own	  making’.	  Zukin	  and	  Ezzy	  reveal	  the	  important	  
distinction	  between	  those	  people	  that	  design	  urban	  spaces	  (including	  all	  stakeholders	  from	  
architects	  to	  funding	  organisations)	  and	  those	  that	  interact	  within	  them	  (workers,	  visitors,	  the	  
public).	  As	  such,	  the	  way	  in	  which	  a	  member	  of	  the	  public	  may	  perceive	  and,	  hence,	  interact	  in	  
space	  depends	  on	  how	  the	  original	  stakeholders	  manipulate	  symbolic	  languages	  of	  exclusion	  and	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entitlement.	  This	  suggests	  that	  space	  can	  be	  read	  and	  deciphered	  as	  a	  text,	  providing	  us	  with	  
clues	  as	  to	  how	  to	  act	  and	  what	  to	  expect	  from	  others.	  
Creswell	  (1998)	  also	  suggests	  that	  the	  way	  we	  interpret	  the	  meaning	  of	  a	  place	  and	  how	  we	  
experience	  the	  materiality	  ‘of	  the	  physical	  fabric	  of	  the	  place’	  are	  direct	  products	  of	  the	  values	  
and	  laws	  of	  the	  society	  presiding	  over	  it.	  Furthermore,	  Lefebvre	  (1991)	  contends	  that	  ‘there	  are	  
different	  levels	  of	  space,	  from	  very	  crude,	  natural	  space	  (“absolute	  space”)	  to	  more	  complex	  
spatialities	  whose	  significance	  is	  socially	  produced	  (“social	  space”)’.	  Specifically,	  that	  	  	  
(social)	  space	  is	  a	  (social)	  product…	  the	  space	  thus	  produced	  also	  serves	  as	  a	  tool	  of	  
thought	  and	  of	  action…	  in	  addition	  to	  being	  a	  means	  of	  production	  it	  is	  also	  a	  means	  
of	  control,	  and	  hence	  of	  domination,	  of	  power	  (Lefebvre,	  1991,	  26).	  	  
Lefebvre	  argued	  that	  every	  society,	  and	  therefore	  every	  mode	  of	  production,	  produces	  a	  certain	  
space,	  its	  own	  space	  that	  is	  perceived	  (first),	  conceived	  (second)	  and	  lived	  (third).	  Perceived	  
space	  is	  the	  materiality	  of	  space.	  Conceived	  space	  is	  the	  ways	  in	  which	  space	  is	  planned;	  the	  
normative	  representations	  of	  space.	  Lived	  space	  is	  the	  emotional	  experience	  of	  space	  that	  
develops	  through	  the	  imaginary	  and	  through	  lived	  experience	  of	  the	  first	  two	  spaces.	  Lefebvre	  
(2003)	  articulates	  that	  ‘each	  of	  us	  is	  constantly	  –	  everyday	  –	  faced	  with	  a	  social	  text.	  We	  move	  
through	  it,	  we	  read	  it…	  we	  are	  all	  part	  of	  the	  social	  text.	  Not	  only	  do	  we	  read,	  we	  are	  also	  read,	  
deciphered,	  made	  plain	  (or	  not)’.	  
However,	  as	  Cresswell	  (2004)	  rightly	  points	  out,	  this	  does	  not	  explain	  ‘by	  what	  process(es)	  is	  
place	  constructed’.	  This	  is	  a	  significant	  quandary	  given	  that	  normally	  we	  experience	  places	  such	  
as	  museums	  in	  ways	  that	  are	  in	  fact	  historically	  produced	  and,	  therefore,	  inherited.	  Savage	  
(2000)	  concurs,	  stating	  that	  these	  ‘spatial	  practices	  are	  related	  to	  issues	  of	  power	  and	  resistance’,	  
produced	  in	  a	  certain	  time	  and	  by	  a	  society	  that	  ‘predates	  those	  now	  living	  in	  the	  materiality	  of	  
this	  socially	  produced	  space’.	  This	  would,	  therefore,	  indicate	  that	  place	  and	  social	  practice	  is	  
predetermined	  by	  history	  and	  by	  whatever	  dominant	  forces	  are	  acting	  on	  it	  at	  the	  time.	  As	  Steele	  
(2003)	  contends,	  such	  conventions	  ‘come	  from	  the	  cultural	  histories	  and	  institutions	  of	  meaning	  
that	  always	  already	  shape	  desire’.	  Consequently,	  humanity,	  says	  Riceour	  (1989)	  ‘only	  makes	  its	  
history	  in	  circumstances	  it	  has	  not	  made’	  and	  is	  maintained	  by	  a	  communal	  consensus	  as	  a	  kind	  
of	  ‘bodily	  and	  unconscious	  submission	  to	  conditions	  that	  are	  in	  fact	  quite	  arbitrary	  and	  
contingent’	  (Webb	  et	  all	  2002,	  xi).	  Coincidently,	  urban	  museums	  and	  city	  libraries	  are	  often	  
referred	  to	  as	  memory	  palaces	  filled	  with	  reliable	  artefacts	  that	  support	  a	  particular	  
interpretation	  of	  human	  experience,	  and,	  hence,	  form	  the	  dominant	  cultural	  narratives	  and	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values	  by	  sustaining	  what	  Osborne	  (2001)	  explains	  as	  	  ‘advancing	  systems	  of	  remembering	  and	  
forgetting	  that	  are	  socially	  constructed	  and	  which	  favour	  elite	  memory	  over	  popular	  memory.’	  	  
Eco	  (1992)	  refers	  to	  the	  ‘sacred	  text’	  of	  such	  institutionalised,	  cultural	  fields	  and	  says	  that	  ‘one	  
cannot	  allow	  oneself	  too	  much	  license,	  as	  there	  is	  usually	  a	  religious	  authority	  and	  tradition	  that	  
claims	  to	  hold	  the	  key	  to	  its	  interpretation’.	  The	  same	  could	  be	  said	  of	  specific	  areas	  of	  ‘artistic	  
text’	  where	  instead	  of	  a	  religious	  authority	  there	  is	  an	  artistic	  authority.	  This	  authority	  
determines	  the	  way	  a	  museum	  space	  is	  designed,	  how	  the	  works	  are	  selected	  and	  presented,	  and	  
the	  language	  in	  which	  the	  space	  and	  artefacts	  are	  described.	  For	  visitors	  to	  the	  museum,	  it	  takes	  
a	  kind	  of	  cultural	  literacy	  to	  negotiate	  these	  conditions	  and	  act	  accordingly.	  Bourdieu	  (1977)	  
refers	  to	  a	  ‘doxa’	  as	  a	  set	  of	  core	  values	  that	  a	  field	  articulates	  as	  fundamental.	  Those	  that	  
operate	  with	  confidence	  within	  these	  ‘doxa’	  are	  often	  endowed	  with	  exclusive	  membership.	  On	  
the	  other	  hand,	  those	  that	  are	  unfamiliar	  with	  it,	  or	  illiterate,	  may	  become	  alienated	  from	  that	  
particular	  cultural	  field	  or	  institution.	  	  
Le	  Corbusier	  (1925)	  provides	  an	  eloquent	  summary	  of	  contrary	  opinions,	  proclaiming	  that	  ‘the	  
Museum	  reveals	  the	  full	  story,	  and	  it	  is	  therefore	  good:	  it	  allows	  one	  to	  choose,	  to	  accept	  or	  
reject…	  the	  Museum	  is	  bad	  because	  it	  does	  not	  tell	  the	  whole	  story.	  It	  misleads,	  it	  dissimulates,	  it	  
deludes.	  It	  is	  a	  liar.’	  Marinetti	  (1909)	  in	  his	  infamous	  ‘Futurist	  Manifesto’	  declared	  that	  ‘to	  admire	  
an	  old	  picture	  is	  to	  pour	  our	  sensibility	  into	  a	  funeral	  urn	  instead	  of	  casting	  it	  forward	  with	  violent	  
spurts	  of	  creation	  and	  action.’	  More	  recently,	  McShine	  (1999)	  reports	  that	  contemporary	  artists	  
believe	  museums	  accord	  ‘an	  exclusive	  prerogative	  to	  produce	  culture	  and	  discourse,	  to	  possess	  
legitimate	  cultural	  opinion’.	  
Many	  of	  the	  modern	  museums	  and	  libraries	  have	  been	  designed	  to	  appeal	  to	  a	  wider	  audience	  by	  
offering	  homogenised,	  inclusive	  spaces	  replacing	  the	  historic	  column	  architectures	  of	  authority	  
with	  modern	  materials	  of	  cultural	  ambiguity.	  	  Landry	  (2003)	  advocates	  the	  view	  that	  
contemporary	  society	  should	  ‘attempt	  to	  live	  in	  a	  more	  transparent	  and	  democratic	  age...	  
consequently	  more	  museum	  buildings	  reflect	  a	  greater	  lightness	  of	  touch	  in	  the	  materials	  they	  
use	  –	  glass,	  light-­‐weight	  steel	  or	  tented	  structures’.	  Again,	  a	  conflicting	  view	  emerges.	  
Woodward,	  Emmison	  and	  Smith	  (2000)	  warn	  that	  ‘post-­‐modern	  forms…	  are	  part	  of	  a	  larger	  logic	  
within	  the	  late-­‐capitalistic	  system	  which	  works	  to	  deaden	  human	  critical	  faculties’	  and	  replaces	  
them	  with	  spaces	  that	  ‘produce	  a	  kind	  of	  frenetic	  consumerist	  zombie.’	  	  
Discourses	  surrounding	  current	  online	  worlds	  are	  similarly	  conflicting	  as	  those	  regarding	  modern	  
public	  urban	  spaces.	  Although	  the	  virtual	  world	  is	  sometimes	  viewed	  as	  an	  open,	  democratised	  
zone,	  Webb	  (2002)	  describes	  the	  void	  of	  the	  virtual	  space	  as	  a	  place	  where	  we	  can	  experience	  a	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‘loss	  of	  authenticity	  and	  ultimately	  the	  dissolution	  of	  cultural	  meaning	  and	  truth’.	  This	  resonates	  
with	  Walter	  Benjamin’s	  (1936)	  claim	  that	  the	  ‘aura’	  of	  authenticity	  and	  authority	  	  ‘withers	  in	  the	  
age	  of	  mechanical	  reproduction.’	  However,	  Benjamin	  (1936)	  also	  welcomed	  the	  decline	  of	  the	  
aura	  claiming	  that	  ‘for	  the	  first	  time	  in	  world	  history,	  mechanical	  reproduction	  emancipates	  the	  
work	  of	  art	  from	  its	  parasitical	  dependence	  on	  ritual.’	  This	  decline	  of	  aura	  means	  that	  the	  objects	  
are	  free	  from	  any	  ‘sanctifying	  tradition’	  and	  from	  past	  ritual,	  leaving	  the	  environment	  as	  a	  site	  
filled	  with	  ‘the	  potential	  for	  the	  recovery	  of	  memory	  which	  is	  an	  essential	  element	  in	  
redemption.’	  Benjamin	  (1936)	  also	  acknowledged	  two	  particular	  groups	  as	  playing	  important	  
roles	  in	  this	  potential	  redemption:	  the	  flaneur	  and	  the	  surrealists.	  The	  flaneur	  is	  a	  street	  
wanderer	  who	  is	  able	  to	  ‘subvert	  conventional	  meanings	  and	  values	  and	  thereby	  offers	  a	  critique	  
of	  the	  impersonal	  notion	  of	  the	  mass…	  aimless	  wanderings	  can	  reveal	  things	  hidden	  to	  those	  
intent	  on	  purposive	  linear	  goals’	  (Savage	  2000,	  40).	  The	  surrealists	  ‘used	  chaos	  and	  variety	  of	  
urban	  experience	  to	  sabotage	  tradition	  and	  order…	  disrupting	  meaning,	  but	  also	  recovering	  it’	  
(Savage	  2000,	  42).	  	  
This	  is	  of	  great	  significance	  to	  the	  development	  of	  SCOOT,	  as	  it	  pointed	  to	  a	  system	  in	  which	  the	  
SCOOT	  interfaces	  could	  operate	  as	  interventional	  texts	  that	  subvert	  the	  current	  narratives	  of	  
cultural	  identification	  and	  the	  codes	  of	  practice	  that	  follow.	  
9.4 Subversive Interventions in Social-Cultural-Spatial 
Practices 
As	  many	  of	  the	  SCOOT	  Events	  were	  hosted	  as	  alternative	  experiences	  in	  museums	  and	  galleries,	  
the	  work	  was	  inspired	  by	  a	  number	  of	  artists	  intervening	  in	  museum	  spaces	  as	  part	  of	  a	  reflective	  
and	  sometimes	  subversive	  practice.	  In	  1989	  Andrea	  Fraser	  first	  performed	  her	  work	  ‘Museum	  
Highlights:	  A	  Gallery	  Talk’,	  at	  the	  Philadelphia	  Museum	  of	  Art.	  Fraser	  posed	  as	  a	  fictitious	  gallery	  
guide,	  performing	  gallery	  walks	  using	  alternative	  scripts	  to	  interpret	  not	  only	  the	  artworks,	  but	  
also	  the	  cafeterias,	  foyer	  and	  information	  desk,	  intentionally	  exposing	  the	  Philadelphia	  Museum	  
as	  a	  public	  institution	  with	  conflicting	  social	  and	  economic	  demands.	  
Fraser's	  performance	  placed	  the	  institution	  as	  both	  subject	  and	  object	  of	  her	  
project…	  rather	  than	  the	  project	  being	  situated	  in	  the	  actual	  site	  of	  the	  museum,	  it	  is	  
performed	  in	  a	  liminal	  site,	  where	  the	  institutional	  demands	  are	  simultaneously	  
suspended	  and	  reinforced	  (Rodrigues	  2002,	  para.	  7).	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In	  1989	  Fraser,	  quoted	  by	  Malone	  (2007),	  explained	  that	  the	  training	  gallery	  guides	  receive	  from	  
the	  museum	  professionals	  is	  usually	  limited	  to	  particular	  collections,	  and	  leaves	  ‘the	  docent	  
without	  the	  means	  to	  generate	  a	  legitimate	  opinion	  independently	  of	  the	  Museum’.	  In	  a	  later	  
interview	  in	  2005,	  again	  quoted	  by	  Malone	  (2007),	  Fraser	  stated	  that	  ‘every	  time	  we	  speak	  of	  the	  
“institution”	  as	  other	  than	  “us”	  we	  disavow	  our	  role	  in	  the	  creation	  and	  perpetuation	  of	  its	  
conditions’.	  
Vito	  Acconci	  (1970)	  takes	  a	  similarly	  subversive	  approach	  to	  ‘reflect	  on	  the	  situation’	  of	  museum	  
visits	  with	  his	  performance	  entitled,	  ‘Proximity	  Piece’.	  Acconci	  selected	  random	  visitors	  to	  the	  
museum	  and	  stood	  unusually	  close	  to	  them,	  with	  the	  intention	  of	  intruding	  on	  their	  personal	  
contemplative	  space.	  Quoted	  by	  Frieling	  (2008),	  Acconci	  contended	  that	  ‘it	  was	  really	  about	  
being	  forced	  into	  a	  participatory	  act’.	  As	  Linker	  (1999)	  observed,	  ‘the	  institutional	  parameters	  of	  
the	  Museum	  are	  thus	  destabilised	  by	  Acconci’s	  assault	  on	  one	  of	  its	  underlying	  premises	  –	  the	  
individual	  observer	  –	  and	  the	  security	  of	  the	  aesthetic	  perception	  is	  threatened	  by	  the	  pressure	  
of	  social	  activity’.	  	  
It	  is	  almost	  as	  if	  these	  institutional	  parameters	  are	  akin	  to	  a	  narrative	  structure,	  and	  in	  specific	  
places	  we	  play	  specific	  character	  roles,	  as	  a	  visitor,	  according	  to	  our	  presumed	  understanding	  of	  
the	  intended	  experience.	  These	  narrative	  structures	  offer	  a	  social	  contract,	  agreed	  upon	  by	  all,	  
allowing	  people	  to	  quickly	  familiarise	  themselves	  with	  the	  space	  through	  the	  codes	  and	  
conventions	  presented.	  This	  eliminates	  the	  fear	  of	  not	  knowing	  how	  to	  behave	  in	  these	  spaces	  
and,	  hence,	  avoids	  signalling	  that	  you	  do	  not	  belong.	  So	  when	  people	  such	  as	  Fraser	  and	  Acconci	  
act	  ‘out	  of	  character’	  within	  these	  narrative	  spaces,	  it	  is	  as	  if	  they	  have	  broken	  a	  social	  contract	  
and	  destabilised	  the	  familiar	  codes	  of	  conventional	  behaviour	  and,	  hence,	  a	  visitors	  social	  
assurance	  and	  security.	  	  
Ezzy	  (1989)	  affirms	  that	  narrative	  identities	  are	  ‘sustained	  and	  mediated	  by	  institutional	  
structures’,	  but	  also	  declares	  that	  they	  are	  vulnerable	  to	  reflection	  and	  ridicule.	  What	  the	  works	  
of	  Fraser	  and	  Acconci	  reveal	  is	  that	  spatial	  practice	  need	  not	  be	  determined	  by	  an	  existing	  
system.	  On	  the	  contrary,	  Lefebvre	  (1991)	  acknowledged	  that	  ‘thanks	  to	  potential	  energies	  of	  a	  
variety	  of	  groups	  capable	  of	  diverting	  homogenised	  space	  to	  their	  own	  purposes,	  a	  theatricalised	  
or	  dramatised	  space	  is	  liable	  to	  arise’.	  
Of	  significant	  relevance	  to	  this	  practice	  is	  the	  assertion	  that	  ‘narrative	  can	  thematise	  action’	  (Ezzy	  
1998).	  Therefore,	  by	  presenting	  an	  alternative	  narrative	  and	  character	  identity	  in	  a	  space	  such	  as	  
a	  museum,	  SCOOT	  could	  motivate	  alternative	  interactions	  between	  visitors.	  SCOOT	  initially	  
intended	  to	  intervene	  in	  place	  by	  inserting	  foreign	  game	  artefacts	  as	  a	  disruptive	  force.	  However,	  
it	  became	  clear	  that	  to	  truly	  reveal	  place	  as	  full	  of	  dramatic	  potential,	  it	  was	  also	  important	  to	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transform	  the	  familiar	  and	  everyday	  objects	  and	  surfaces	  of	  place	  as	  inventory	  of	  an	  alternative	  
narrative.	  
9.5 Beyond Spatial Intervention: Fostering Narrative 
Resonance in Place 
Once	  a	  method	  for	  spatial	  intervention	  in	  place	  is	  established,	  the	  next	  challenge	  is	  to	  create	  
opportunities	  to	  foster	  a	  more	  resonating	  experience	  beyond	  a	  single	  game	  event.	  An	  LBG	  event	  
has	  the	  potential	  to	  destabilise	  existing	  narrative	  interpretations	  of	  place	  and	  propagate	  
alternative	  narrative	  interactions	  for	  ongoing	  adaptation.	  Furthermore,	  it	  has	  a	  unique	  potential	  
for	  providing	  players	  with	  a	  new	  model	  for	  perceiving	  all	  places	  in	  a	  similar	  way	  regardless	  of	  
whether	  an	  LBG	  is	  hosted	  there	  or	  not.	  In	  order	  to	  design	  devices	  that	  motivate	  narrative	  
reconsiderations	  of	  place,	  it	  is	  required	  to	  first	  understand	  how	  narrative	  is	  embedded	  and	  
experienced	  in	  place.	  
Physical	  objects	  can	  manifest	  fantastic	  qualities	  when	  new	  narrative	  frameworks	  are	  applied	  to	  
them.	  Early	  in	  the	  conceptual	  phase	  of	  the	  design	  of	  the	  SCOOT	  LBG,	  I	  decided	  to	  create	  an	  
experience	  that	  explicitly	  combined	  the	  disruptive	  game	  artefacts	  with	  the	  authentic	  artefacts	  of	  
place	  in	  an	  effort	  to	  transfer	  the	  mimetic	  functions	  of	  gameplay	  onto	  the	  existing	  inventories	  of	  
place.	  This	  way,	  SCOOT	  remains	  attached	  to	  the	  site	  well	  after	  the	  performance	  is	  over.	  Further	  
to	  this,	  SCOOT	  requires	  players	  to	  incorporate	  their	  own	  personal	  mobile	  phone	  devices	  as	  
interfaces	  of	  play	  by	  using	  SMS	  as	  another	  source	  of	  the	  narrative.	  As	  Goggin	  (2006)	  points	  out,	  
mobile	  technologies	  have	  the	  potential	  to	  bring	  playful	  experiences	  to	  physical	  spaces	  while	  
potentially	  transforming	  the	  mobile	  device	  ‘into	  collective/social	  mediums	  and	  ludic	  devices’.	  In	  
this	  way,	  SCOOT	  does	  not	  only	  provide	  an	  alternative	  view	  of	  the	  narratives	  of	  a	  specific	  game	  
location,	  but,	  via	  the	  use	  of	  personal	  mobiles,	  the	  player	  can	  be	  reminded	  of	  such	  potential	  as	  
they	  carry	  their	  devices	  into	  other	  locations,	  thereby	  providing	  a	  technical	  and	  semantic	  system	  
for	  viewing	  alternatives	  in	  other	  places	  in	  other	  times,	  regardless	  of	  the	  presence,	  or	  lack	  thereof,	  
of	  a	  SCOOT	  Event.	  In	  so	  doing,	  it	  transforms	  the	  SCOOT	  participants’	  ability	  to	  imagine	  the	  
potential	  of	  all	  places	  as	  resources	  for	  creative	  practice.	  As	  Eco	  powerfully	  articulates,	  
…to	  change	  semantic	  systems	  means	  to	  change	  the	  way	  culture	  ‘sees’	  the	  world…	  The	  
moment	  that	  the	  game	  of	  entwined	  interpretations	  gets	  under	  way,	  the	  text	  compels	  one	  
to	  reconsider	  the	  usual	  codes	  and	  their	  possibilities.	  Every	  text	  threatens	  the	  codes	  but	  
the	  same	  time	  gives	  them	  strength:	  it	  reveals	  unsuspected	  possibilities	  in	  them,	  and	  thus	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changes	  the	  attitude	  of	  the	  user	  toward	  them…	  compelled	  to	  rethink	  the	  whole	  language,	  
the	  entire	  inheritance	  of	  what	  has	  been	  said,	  can	  be	  said,	  and	  could	  be	  or	  should	  be	  said.	  
(Eco	  1979b,	  274)	  
As	  with	  Fraser	  and	  Acconci’s	  work,	  place	  is	  both	  a	  muse	  and	  a	  stage	  for	  reflective	  and	  expressive	  
practice.	  In	  the	  case	  of	  SCOOT,	  place	  is	  a	  muse	  and	  stage	  offering	  opportunities	  for	  the	  
development	  of	  both	  historic	  and	  fantastic	  scripts	  and	  props	  for	  game	  appropriation	  and	  playful	  
performance	  as	  the	  audience	  become	  active	  participants	  in	  the	  unfolding	  of	  the	  narrative.	  	  
SCOOT	  demonstrates	  to	  the	  participants	  that	  they	  can	  play	  a	  role	  in	  the	  construction	  of	  new	  
stories	  and	  the	  discovery	  of	  old	  ones.	  Regardless	  of	  the	  problems	  associated	  with	  modern	  public	  
spaces,	  we	  have	  the	  potential	  to	  re-­‐code	  our	  surroundings	  through	  a	  participatory	  public	  act	  that	  
Cobb	  (1993)	  describes	  as	  ‘the	  co-­‐elaboration	  or	  co-­‐construction	  of	  a	  conjoint	  story.’	  Likewise,	  in	  
their	  paper	  aptly	  titled	  ‘The	  Promise	  of	  Play’,	  Lindtner	  and	  Dourish	  (2011)	  propose	  that	  ‘the	  
meanings	  of	  games	  arise	  at	  the	  meeting	  point	  of	  existing,	  shared	  interpretive	  frameworks,	  local	  
circumstances	  and	  developments	  that	  span	  across	  different	  locales’	  and,	  further,	  that	  ‘meaning	  
arises	  at	  the	  intersections	  of	  social	  and	  material	  practice,	  and	  the	  movement	  of	  ideas,	  people	  and	  
artefacts’.	  Although	  Lindtner	  and	  Dourish	  are	  referring	  to	  the	  specific	  context	  of	  digital	  games	  
played	  in	  internet	  cafés	  in	  China,	  this	  practice	  has	  affinities	  with	  other	  contexts	  presented	  in	  this	  
exegesis,	  such	  the	  Dungeons	  and	  Dragons	  gameplay	  and	  the	  adoption	  of	  the	  carnivalesque.	  
9.6 . The Carnival as A Design Device for Transforming Urban 
Place 
SCOOT	  appreciates	  that	  there	  are	  opposing	  views	  on	  the	  effectiveness	  of	  places	  such	  as	  
museums	  regardless	  of	  whether	  designed	  with	  historic	  legacies	  of	  authority	  or	  modern	  intentions	  
of	  inclusion	  and	  diversity.	  SCOOT	  acknowledges	  that	  both	  the	  institutional	  space	  and	  the	  
homogenised	  ones	  need	  constant	  re-­‐intervention	  in	  order	  to	  give	  the	  visitors	  of	  their	  time	  access	  
in	  an	  evolving	  social	  text.	  	  The	  following	  image	  set	  demonstrates	  how	  this	  practice	  approaches	  
the	  contradictory	  perspectives	  and	  distinct	  problems	  associated	  with	  such	  spaces,	  and	  how	  the	  
SCOOT	  LBG	  event	  can	  take	  advantage	  of	  the	  potential	  for	  change	  through	  intervention.	  Both	  the	  
institutional	  sites	  have	  been	  equally	  transformed	  by	  the	  SCOOT	  aesthetic	  and	  game	  interactions	  





The	  exterior	  of	  the	  State	  Library	  of	  Victoria	  (SLV),	  
one	  of	  the	  locations	  for	  SCOOT	  in	  2006.	  Sir	  Redman	  
Barry	  sculpture	  was	  parodied	  in	  the	  BarryBell	  




A	  player	  of	  the	  SCOOT	  2006	  event	  receiving	  her	  
next	  mobile	  challenge	  after	  completing	  the	  
BarryBell	  game	  installed	  in	  the	  SLV	  (described	  in	  
more	  detail	  in	  section	  5/10.7.1)	  
	  
	  
The	  exterior	  of	  the	  National	  Gallery	  of	  Victoria	  
(NGV),	  on	  Federation	  Square,	  Melbourne.	  
	  
The	  National	  Gallery	  of	  Victoria	  exterior	  surfaces	  
appropriated	  as	  the	  exterior	  of	  a	  SCOOT	  carnival	  
tent	  and	  game	  being	  played	  inside	  the	  actual	  NGV	  
building	  by	  a	  SCOOT	  player	  in	  2005	  
SCOOT	  acknowledges	  the	  personal	  memories	  of	  the	  individual	  participants	  and	  mixes	  it	  with	  the	  
collective	  memories	  of	  circus	  tropes	  in	  an	  effort	  to	  skin	  the	  abstract	  surfaces	  of	  buildings	  and	  
objects	  with	  alternative	  codes	  of	  subversive	  intervention	  and	  playful	  modification.	  SCOOT	  is	  one	  
possible	  narrative	  interpretation	  of	  a	  space	  waiting	  to	  be	  a	  stage	  for	  play.	  The	  social	  text	  and	  the	  
spatial	  texts	  are	  sometimes	  experienced	  separately,	  but	  when	  you	  become	  an	  agent	  of	  a	  SCOOT	  
LBG	  event	  you	  become	  a	  body	  for,	  and	  of,	  interpretation,	  a	  living	  bridge	  between	  the	  historic	  and	  
the	  fantastic,	  and	  between	  the	  virtual	  and	  the	  material	  worlds.	  	  
Bourdieu	  (1998)	  acknowledged	  that	  ‘to	  master	  in	  a	  practical	  way	  the	  future	  of	  the	  game,	  is	  to	  
have	  a	  sense	  of	  the	  history	  of	  the	  game…	  played	  out	  between	  agents	  in	  cultural	  fields’.	  In	  this	  
sense,	  SCOOT	  is	  a	  game	  within	  an	  existing	  game.	  SCOOT	  is	  an	  explicit	  merger	  of	  opposing	  ‘cultural	  
fields’	  in	  which	  different	  ‘games’	  intersect	  and	  create	  problems	  for	  each	  field	  of	  play;	  a	  carnival	  
game	  of	  subversion	  and	  trickery	  within	  museum	  game	  of	  reverence	  and	  reflection.	  In	  the	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tradition	  of	  Bakhtin	  (1968),	  SCOOT	  mixes	  the	  ‘free	  carnival	  atmosphere’	  with	  the	  ‘droll	  aspect	  of	  
the	  world’	  by	  providing	  a	  ‘temporary	  liberation	  from	  the	  prevailing	  truth	  and	  from	  the	  
established	  order;	  the	  suspension	  of	  all	  hierarchical	  rank,	  privileges,	  norms	  and	  prohibitions’.	  
Similarly,	  Davis	  (2002)	  describes	  the	  carnival	  as	  ‘occasions	  for	  shared	  laughter,	  at	  which	  
participants	  poked	  fun	  at	  authority	  figures	  and	  celebrated	  the	  grotesque	  body.	  These	  special	  
events	  suspended	  time	  and	  dissolved	  social	  hierarchies.’	  	  
In	  his	  article	  on	  the	  SCOOT	  2006	  event,	  Christian	  McCrea	  recognised	  this	  important	  potential	  of	  
SCOOT:	  
The	  weird	  wheeled	  S'avatars	  of	  Scoot	  asked	  for	  our	  help;	  their	  world	  and	  ours	  were	  
collapsing	  and	  the	  Carnival	  had	  broken	  loose.	  Mikhail	  Bahktin	  would	  have	  been	  
proud.	  We	  used	  our	  machines	  and	  our	  minds	  to	  unravel	  the	  mystery	  and	  peel	  back	  
the	  curtain	  between	  their	  spaces	  and	  our	  own.	  In	  the	  process	  we	  developed	  new	  

















10 AN AUTHENTICATED LBG DESIGN STRATEGY 
This	  design-­‐based	  research	  (DBR)	  project	  has	  resulted	  in	  the	  development	  of	  innovative	  design	  
artefacts	  that	  have	  been	  refined,	  implemented	  and	  adopted	  successfully	  over	  several	  iterations	  
and	  multiple	  contexts.	  This	  section	  presents	  a	  specific	  LBG	  design	  strategy	  that	  is	  a	  culmination	  of	  
the	  various	  theories,	  disciplines	  and	  methodologies	  adopted	  and	  synthesised	  by	  this	  practice.	  	  
I	  begin	  this	  section	  with	  a	  description	  of	  the	  design	  process	  established	  by	  this	  study	  and	  how	  it	  
functioned	  to	  result	  in	  the	  production	  of	  design	  artefacts	  that	  are	  employed	  in	  a	  transformative	  
practice.	  This	  is	  described	  as	  a	  ‘design	  game’,	  as	  defined	  by	  Ehn	  (2008).	  This	  is	  followed	  by	  a	  
section	  outlining	  a	  devised	  design	  strategy	  adopted	  to	  achieve	  the	  described	  transformations.	  
This	  design	  strategy	  is	  presented	  as	  a	  conclusive	  DBR	  and/or	  PL	  methodology	  that	  has	  been	  
established	  and	  authenticated	  by	  and	  through	  this	  practice.	  This	  is	  a	  major	  contribution	  of	  this	  
study	  as	  it	  fills	  in	  a	  significant	  gap	  in	  the	  literature	  on	  DBR	  (discussed	  in	  section	  2)	  and	  Interaction	  
Design	  (discussed	  in	  section	  3)	  that	  fails	  to	  provide	  specific	  models	  and	  methods	  for	  the	  actual	  
design	  and	  implementation	  of	  artefacts	  within	  the	  fields	  they	  portend	  to	  impact.	  
This	  study	  draws	  from	  multiple	  design	  practices,	  with	  a	  particular	  focus	  on	  contributing	  to	  the	  
formulation	  of	  a	  specific	  design	  approach	  and	  strategy	  that	  emerges	  from	  the	  contingencies	  
determined	  by	  the	  specific	  context	  of	  the	  creative	  work	  and	  its	  target	  users.	  To	  faithfully	  
formulate	  new	  practice	  tools,	  processes	  and	  methodologies,	  the	  adoption	  of	  design	  disciplines	  
was	  determined	  by	  the	  specific	  project	  context	  (museums),	  objectives	  (new	  player	  relationships	  
to	  place)	  and	  available	  resources	  (collaborators	  and	  technologies).	  More	  significantly,	  the	  project	  
requires	  specific	  collaborating	  artists	  to	  complete	  the	  making	  of	  the	  LBG	  artefacts	  and	  events	  and	  
is	  influenced	  by	  multiple	  stakeholders	  authentic	  to	  the	  setting	  in	  which	  the	  LBG	  events	  are	  
hosted.	  	  
10.1 The LBG Project as a Design-Game 
Ehn	  (2008)	  describes	  the	  ‘design	  process	  as	  an	  entangled	  cultural-­‐material	  design-­‐game’	  that	  is	  
‘worked	  out	  on	  the	  basis	  of	  concepts	  of	  participation,	  communication,	  community,	  language	  and	  
artefacts’.	  Ehn	  (2008)	  places	  particular	  emphasis	  on	  the	  significance	  of	  design	  artefacts	  as	  
‘boundary	  objects,	  aligning	  participants	  in	  synchronous	  design	  games	  of	  designers	  and	  users…	  
modifying	  the	  space	  of	  interaction	  for	  its	  users,	  ready	  for	  the	  unexpected	  use,	  rich	  in	  aesthetic	  
and	  cultural	  values,	  opening	  up	  for	  new	  ways	  of	  thinking	  and	  behaving.’	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This	  is	  complicated	  in	  the	  case	  of	  the	  SCOOT	  project	  as	  multiple	  ‘boundary	  objects’	  are	  designed	  
and	  then	  presented	  in	  a	  curated	  event	  among	  many	  other	  ‘boundary	  objects’.	  As	  such,	  it	  is	  
difficult	  to	  know	  exactly	  where	  a	  design	  game	  starts	  and	  ends	  in	  this	  context.	  It	  is	  much	  easier	  to	  
recognise	  the	  physical	  or	  technical	  boundaries	  of	  a	  SCOOT	  game	  artefact,	  but	  much	  more	  difficult	  
to	  define	  the	  edges	  between	  the	  cultural	  and	  social,	  between	  the	  real	  world	  and	  the	  virtual	  
artefact,	  the	  historic	  and	  the	  fictional	  artefact,	  the	  public	  and	  the	  private	  artefact,	  the	  factual	  and	  
the	  imaginary.	  	  SCOOT	  is	  a	  particularly	  messy	  ‘design-­‐game’,	  as	  it	  is	  not	  bound	  to	  a	  particular	  
place,	  surface	  or	  object,	  but	  explicitly	  attempts	  to	  blend	  the	  historic	  and	  the	  fictional	  in	  both	  
virtual	  and	  physical	  spaces	  that	  are	  filled	  with	  pre-­‐existing	  ‘cultural	  fields’	  of	  practice	  (Bourdieu	  
1979)	  and	  cluttered	  with	  objects	  resulting	  from	  multiple	  ‘design	  games’.	  The	  ‘design-­‐game’	  is	  an	  
attempt	  to	  move	  beyond	  the	  current	  limits	  of	  applied	  theories	  (cultural	  studies)	  and	  practices	  
(interaction	  design)	  and	  to	  allow	  for	  an	  authentic	  and	  sincere	  distilling	  of	  a	  practice	  that	  evolves	  
and	  continues	  through	  its	  observed	  interactions	  between	  game	  participants	  and	  game	  artefacts.	  
The	  following	  table	  articulates	  a	  summary	  of	  how	  all	  of	  the	  theoretical	  and	  practical	  
considerations	  of	  this	  study	  and	  practice	  work	  throughout	  a	  directed	  ‘design-­‐game’	  in	  order	  to	  
achieve	  the	  project’s	  desired	  outcome	  of	  transforming	  relationships	  between	  people	  and	  places.	  
This	  presents	  a	  summative	  account	  of	  how	  the	  actual	  design	  processes	  and	  the	  resulting	  outputs	  
contribute	  to	  the	  transformation	  process	  as	  defined	  by	  Ricoeur,	  namely,	  the	  Triple	  Mimesis.	  
According	  to	  Ricoeur	  (1988)	  in	  his	  publication	  Time	  and	  Narrative,	  such	  a	  transformation	  would	  
be	  achieved	  through	  a	  three	  phased	  process:	  	  Mimesis	  1	  (“prefiguration”)	  simply	  requires	  a	  pre-­‐
understanding	  of	  human	  action	  and	  a	  recognition	  that	  it	  is	  already	  symbolically	  mediated;	  
Mimesis	  2	  (“configuration’s)	  is	  an	  ‘emplotment’	  of	  these	  symbols	  and	  signs	  arranged	  into	  a	  
cohesive	  narrative;	  and	  Mimesis	  3	  (“refiguration”)	  is	  the	  application	  of	  this	  plot	  and	  ‘thereby	  the	  
revelation	  and	  transformation	  of	  reality	  into	  a	  world	  in	  which	  the	  spectator,	  or	  reader,	  can	  live	  












cultural	  codes	  and	  
conventions.	  
Context	  
Site	  analysis	  of	  the	  
present,	  past	  and	  
potential	  conditions	  and	  
assets	  of	  the	  game	  
location.	  Viewed	  as	  the	  
initial	  inventory	  and	  
environment	  for	  the	  
Statement	  of	  game	  values	  
and	  objectives.	  
Node	  maps	  and	  
descriptions.	  
Candidate	  stories	  and	  
characters	  of	  place.	  







processes	  that	  may	  
impact	  the	  design	  and	  
the	  reception	  of	  the	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design	  game.	   project.	  
Preconfiruration	  
resources	  are	  derived	  
from	  both	  the	  site	  itself	  
and	  the	  mechanical	  and	  




Considering	  how	  the	  
various	  components	  
and	  contingencies	  of	  
games	  can	  be	  
appropriated.	  
Concept	  
A	  concept	  for	  change.	  
Engaging	  with	  the	  
‘carnival’	  as	  an	  aesthetic	  
device	  for	  communicating	  
concepts	  of	  
transformation.	  




Carnival	  mission	  scripts.	  
	  
Design	  Project	  
Plan	  to	  re-­‐design	  the	  





Methods	  for	  integration	  





graphical,	  and	  audio.	  
	  
M2	  
Emplotment	  of	  the	  
various	  components	  
into	  a	  narrative	  and	  
game	  path.	  




combination	  of	  the	  
historic	  and	  the	  
fantastic	  narrative	  
assets	  through	  the	  








Model	  for	  prototype	  
development,	  testing,	  
evaluating	  and	  refining.	  
The	  production	  of	  game	  
components	  (systems,	  
media	  and	  interfaces).	  
Including	  systems	  and	  




Participants	  in	  the	  
development	  of	  the	  
design	  artefacts	  and	  
the	  processes	  of	  user	  
interaction.	  	  
Refinement	  
Testing	  and	  refining	  of	  the	  
curated	  event.	  
Participants,	  whether	  they	  




illustrators…	  are	  all	  
involved	  with	  the	  trialling	  
and	  evaluating	  of	  a	  game	  
event.	  
	  
Testing	  and	  evaluation	  
the	  artefacts	  in	  game	  
sequence.	  
Refined	  specifications	  and	  




The	  installation	  and	  
presentation	  of	  the	  
SCOOT	  game	  artefacts	  
and	  thereby	  the	  
initiation	  of	  the	  
transformation	  process	  
to	  be	  performed	  and	  
secured	  by	  the	  act	  of	  
participation	  between	  
the	  players	  and	  place	  
through	  the	  SCOOT	  
game	  experience.	  Design	  Artefacts	  
As	  interfaces	  that	  
present	  opportunities	  
for	  re-­‐considering	  
relationships	  to	  place	  
and	  hence	  the	  
formations	  of	  new	  
identifications.	  
Intervention	  
The	  game	  interfaces	  
(digital	  and	  material)	  and	  
installed	  in	  place	  and	  
integrated	  by	  the	  game	  
system	  that	  broadcasts	  
the	  game	  narrative.	  
Installation	  
documentation:	  





and	  processes	  for	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multiple	  collaborators	  to	  
engage	  with	  players.	  
10.2  A Design Strategy for Large Scale Collaborative Works 
Given	  the	  field	  of	  practice	  (location-­‐based	  game	  design)	  and	  the	  influence	  of	  established	  research	  
methodologies,	  I	  present	  a	  specific	  set	  of	  key	  attributes	  of	  this	  practice	  and	  how	  they	  function	  to	  
encourage	  and	  support	  large-­‐scale	  collaborations	  such	  as	  SCOOT.	  This	  design	  strategy	  has	  been	  
authenticated	  through	  intensive	  and	  iterative	  design	  action	  and	  reflection.	  This	  strategy	  could	  be	  
described	  as	  an	  extension	  of	  the	  DBR	  method	  as	  defined	  by	  Barab	  and	  Squire	  (2004)	  and/or	  a	  
specification	  of	  a	  Practice-­‐Led	  Research	  approach	  discussed	  in	  section	  2.	  Regardless	  of	  these	  two	  
broad	  approaches	  to	  practice,	  this	  strategy	  represents	  an	  evolved	  and	  definitive	  account	  that	  
considers	  the	  intersecting	  practices	  of	  multiple	  participants	  throughout	  a	  directed	  process	  of	  
conception,	  development,	  integration	  and	  evaluation.	  As	  such,	  this	  design	  strategy	  has	  been	  
derived	  from	  a	  design	  practice	  under	  scrutiny	  throughout	  this	  doctoral	  journey.	  This	  design	  
strategy	  is	  best	  described	  as	  having	  the	  following	  attributes:	  
1. directed	  (project	  vision,	  needs	  and	  processes	  are	  explicitly	  articulated,	  supported	  and	  
refined)	  
2. place-­‐based	  (situated	  in	  authentic	  settings	  of	  varying	  conditions,	  resources	  and	  
stakeholders)	  
3. interventionist	  (involving	  some	  sort	  of	  design	  to	  question/improve	  existing	  user	  
experience	  within	  a	  specific	  context)	  
4. iterative	  (episodic	  experimentation	  and	  accumulative	  refinement	  of	  processes	  and	  
outcomes)	  
5. collaborative	  (to	  maximise	  learning	  opportunities)	  
6. player	  focused	  (as	  motivation	  and	  for	  evaluation)	  
7. narrative	  led	  (as	  resource,	  communicative	  device	  and	  outcome)	  
Following	  is	  a	  more	  detailed	  articulation	  of	  these	  attributes	  and	  how	  they	  were	  adopted	  by	  this	  
practice.	  
10.3 Directed 
Design	  is	  thinking,	  deciding	  and	  solving	  problems...	  in	  which	  the	  individual	  problem-­‐solving	  processes	  are	  
serving	  the	  whole.	  They	  are	  integrated	  by	  the	  project	  management…	  These	  decisions	  are	  naturally	  an	  
essential	  component	  of	  any	  design	  process.	  (Saariluoma	  2005	  p.	  69)	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Direction	  is	  critical	  to	  the	  successful	  making	  and	  delivery	  of	  any	  large-­‐scale	  project.	  In	  the	  case	  of	  
SCOOT,	  the	  project	  was	  directed	  by	  myself	  in	  order	  to	  manage	  and	  sustain	  the	  project	  objectives	  
and	  production	  quality.	  In	  the	  case	  of	  SCOOT	  this	  required	  me	  to	  conceive,	  arrange	  funding,	  
engage	  collaborators,	  formulate	  design	  specifications,	  design	  engagement	  scenarios,	  lead	  
development	  teams,	  supported	  individual	  participation,	  analyse	  locations,	  write	  scripts,	  provide	  
concept	  designs,	  design	  promotional	  materials	  and	  most	  importantly	  design	  collaborative	  
resources	  to	  insure	  that	  the	  SCOOT	  concepts	  were	  articulated	  and	  sustained	  cohesively	  across	  all	  
aspects	  of	  the	  project,	  including	  illustrations,	  animations,	  sounds,	  programming,	  game	  
interactions,	  signage,	  promotional	  materials,	  web	  development,	  etc.	  This	  process	  is	  illustrated	  in	  
the	  image	  set	  below.	  
	  
1)	  Helen	  Stuckey	  and	  Vincent	  Trundle	  guide	  me	  through	  the	  surrounding	  areas	  of	  Federation	  Square	  to	  select	  
candidate	  locations	  for	  the	  2006	  SCOOT	  Event.	  2)	  My	  initial	  ground	  floor	  map	  of	  ACMI	  indicating	  proposed	  SCOOT	  
node	  positions.	  3)	  A	  photograph	  of	  my	  third	  draft	  of	  the	  node	  scripts	  for	  SCOOT	  2006.	  4)	  A	  group	  of	  students	  from	  
Queensland	  University	  of	  Queensland	  presenting	  me	  with	  their	  participation	  proposals	  at	  SCOOT’s	  first	  developers	  
workshop	  in	  2006.	  5)	  Installation	  documentation	  at	  the	  fourth	  developers’	  workshop	  in	  2006.	  6)	  I	  arranged	  and	  
recorded	  debriefing	  sessions	  at	  ACMI	  after	  each	  of	  the	  3	  days	  of	  the	  event	  to	  gain	  vital	  immediate	  feedback	  from	  
developers,	  volunteers	  and	  on-­‐site	  curators.	  
	  SCOOT	  is	  a	  large	  scale	  undertaking	  involving	  multiple	  participants	  in	  multiple	  contexts.	  Each	  
participant	  contributed	  to	  specific	  aspects	  of	  the	  SCOOT	  process	  and	  formation	  of	  design	  
artefacts	  depending	  on	  the	  resources	  available	  for	  each	  iteration	  in	  different	  locations	  and	  
depending	  on	  the	  opportunities	  for	  player	  interaction	  within	  these	  locations.	  One	  of	  the	  main	  
factors	  that	  contributed	  to	  the	  success	  of	  the	  SCOOT	  project	  was	  its	  capacity	  to	  motivate	  and	  
support	  effective	  collaboration.	  However,	  how	  to	  inspire	  and	  sustain	  a	  group	  of	  diverse	  
individuals	  to	  work	  towards	  one	  major	  outcome	  is	  no	  small	  challenge.	  There	  can	  often	  be	  
conflicting	  objectives	  between	  what	  SCOOT	  wants	  and	  what	  individual	  contributors	  wish	  to	  
achieve	  within	  their	  own	  practice.	  So	  it	  became	  the	  role	  of	  the	  director	  to	  manage	  a	  sustained	  
balance	  between	  individual	  motivations	  and	  group	  cooperation	  to	  both	  ensure	  the	  original	  
objectives	  and	  aesthetics	  of	  SCOOT	  and	  to	  maximise	  the	  opportunities	  for	  individual	  progress	  and	  
contribution.	  As	  such,	  I	  conclude	  that	  the	  director	  is	  ultimately	  responsibility	  for	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− the	  outcomes	  of	  the	  project:	  all	  designed	  artefacts	  and	  interactions	  must	  serve	  the	  
established	  aims	  and	  objectives	  of	  the	  project.	  	  
− the	  experience	  of	  all	  project	  stakeholders:	  their	  ongoing	  enthusiasm,	  their	  expectations,	  
their	  personal	  and	  professional	  incentives..	  
10.4  Place-based 
As	  Barab	  and	  Squire	  (2004)	  contend,	  rather	  than	  being	  tested	  in	  laboratory	  environments	  or	  
focus	  groups	  settings,	  Design-­‐based	  Research	  ‘occurs	  in	  the	  buzzing,	  blooming	  confusion	  of	  real-­‐
life	  settings’.	  In	  the	  case	  of	  an	  LBG,	  it	  is	  the	  ‘setting’	  that	  is	  under	  scrutiny.	  An	  LBG	  intervenes	  in	  
local	  contexts,	  subverts	  normal	  activity	  and	  threatens	  the	  codes	  that	  predetermine	  human	  
behaviour	  within	  them.	  However,	  SCOOT	  also	  approaches	  place	  as	  an	  important	  resource	  for	  
individual	  identity	  and	  group	  interaction.	  As	  such,	  SCOOT	  seeks	  creative	  inspiration	  from	  place	  
and	  then	  provides	  an	  alternate	  experience	  for	  groups	  in	  that	  place	  through	  playful	  intervention.	  	  
	  
This	  image	  illustrates	  how	  features	  of	  the	  ‘real’	  location	  were	  incorporated.	  1)	  A	  photograph	  of	  a	  building	  on	  
Federation	  Square	  (ACMI)	  that	  was	  included	  in	  the	  2005	  SCOOT	  Event.	  2)	  A	  screenshot	  of	  the	  second	  version	  
of	  the	  SCOOT	  virtual	  world	  that	  was	  designed	  to	  be	  a	  ‘parallel	  reality’	  in	  a	  carnival	  themed	  world.	  3)	  This	  is	  
an	  image	  of	  a	  group	  of	  players	  approaching	  the	  ACMI	  building	  in	  Federation	  Square	  to	  commence	  playing	  
SCOOT.	  4)	  This	  image	  shows	  members	  of	  the	  same	  group	  logged	  onto	  the	  virtual	  world	  while	  inside	  the	  ‘real’	  
version.	  
SCOOT	  is	  initially	  an	  examination	  of	  the	  relationships	  between	  the	  infrastructures	  of	  place	  and	  
the	  everyday	  practices	  they	  afford	  and	  hinder.	  SCOOT	  is	  also	  a	  process	  in	  which	  to	  ‘explore	  some	  
alternative	  cultural	  logics	  of	  space	  and	  movement	  –	  other	  ways	  in	  which	  spaces	  might	  be	  
encountered	  and	  found	  meaningful,	  other	  forms	  of	  environmental	  knowing’	  (Brewer	  &	  Dourish	  
2008).	  But,	  most	  importantly,	  SCOOT	  is	  an	  intervention	  in	  these	  places	  as	  a	  device	  of	  
‘defamiliarisation’	  (Marcus	  &	  Fischer	  1986)	  and	  ‘refiguration’	  (Ricoeur	  1985)	  for	  the	  participating	  
players	  to	  reconsider	  their	  normal	  perceptions,	  expectations,	  interactions	  and	  experiences.	  
SCOOT	  concentrates	  on	  the	  historic,	  existing	  and	  potential	  interactions	  within	  particularly	  
institutionalised	  spaces	  such	  as	  museums,	  art	  galleries	  and	  universities.	  It	  does	  this	  on	  behalf	  of	  
the	  current	  visitors	  in	  these	  various	  cities	  and	  various	  cultural	  sites	  to	  seek	  a	  balance	  between	  
refinement	  of	  a	  theory	  of	  transformation	  and	  the	  adaptability	  of	  a	  design	  methodology.	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As	  Barab	  and	  Squire	  (2004)	  point	  out,	  ‘we	  have	  over-­‐theorised	  the	  role	  of	  context,	  and	  at	  the	  
same	  time	  we	  have	  done	  little	  to	  characterise	  the	  role	  of	  context	  in	  ways	  that	  can	  usefully	  inform	  
our	  design	  work’.	  In	  the	  case	  of	  SCOOT,	  part	  of	  the	  role	  of	  the	  work	  is	  to	  contest	  the	  actual	  
stability	  of	  the	  context	  (institutional	  spaces)	  itself	  as	  well	  as	  highlight	  ways	  to	  access	  place	  as	  a	  
rich	  source	  for	  creative	  collaboration.	  In	  this	  way	  SCOOT	  recognises	  that	  the	  contexts	  it	  works	  
within	  what	  Kelly	  (2004)	  refers	  to	  as	  a	  ‘unique,	  engineered	  and	  acted-­‐upon	  designed	  
environment’,	  but	  also	  appreciates	  that	  such	  contexts	  can	  be	  re-­‐engineered	  and	  re-­‐energised.	  
This	  practice	  is	  encouraged	  instead	  by	  Bunschoten	  (2004)	  who	  articulated	  the	  view	  that	  ‘urban	  
curators	  observe	  emergent	  phenomena	  and,	  act	  as	  animators	  for	  the	  dynamic	  contents	  of	  the	  
urban	  gallery’.	  The	  images	  below	  illustrate	  how	  I	  combined	  historic	  and	  contemporary	  contexts	  
as	  an	  act	  of	  re-­‐presenting	  and	  re-­‐engineering.	  
	  
This	  is	  the	  Gas	  and	  Fuel	  Character	  based	  on	  the	  building	  that	  once	  stood	  in	  Federation	  Square.	  SCOOT	  
pays	  homage	  to	  the	  demolished	  building	  by	  creating	  a	  creature	  that	  exists	  both	  in	  the	  virtual	  world	  of	  
SCOOT	  and	  the	  real	  world	  as	  a	  giant	  blow	  up.	  An	  animation	  demonstrating	  the	  creatures’	  relationship	  to	  
the	  site	  is	  shown	  on	  large	  plasma	  displays	  broadcast	  by	  SBN:	  SCOOT	  Broadband	  Network.	  
Most	  importantly,	  the	  places	  in	  which	  SCOOT	  intervened,	  provided	  me	  with	  the	  organisational	  
collaborators	  who	  have	  unique	  perspectives	  on	  the	  spaces	  in	  which	  they	  work	  and	  socialise.	  In	  
the	  case	  of	  SCOOT	  2005	  and	  SCOOT	  2006,	  curators	  of	  the	  Australian	  Centre	  for	  the	  Moving	  Image	  
(ACMI)	  became	  a	  vital	  part	  of	  the	  team	  in	  the	  early	  stages	  of	  site	  analysis	  and	  the	  final	  stages	  of	  
installation	  and	  event	  hosting.	  Curators	  Helen	  Stuckey	  and	  Vincent	  Trundle	  spent	  a	  number	  of	  
days	  walking	  me	  through	  the	  sites,	  describing	  the	  activities	  that	  normally	  occur	  there	  and	  the	  
likelihood	  that	  SCOOT	  would	  have	  use	  of	  the	  resources	  (internal	  and	  external	  spaces,	  artefacts	  
and	  technologies)	  within	  them.	  Once	  I	  had	  spent	  some	  time	  with	  them	  I	  could	  map	  out	  some	  
possibilities	  for	  SCOOT	  interactions,	  plotting	  positions	  on	  maps	  and	  annotating	  photographic	  
documentation	  of	  the	  sites	  (illustrated	  in	  the	  images	  below).	  These	  maps,	  images	  and,	  later,	  
scripts,	  would	  go	  back	  and	  forth	  between	  the	  organisations	  and	  myself	  until	  we	  had	  negotiated	  
an	  event	  that	  would	  benefit	  the	  stakeholders	  of	  the	  site	  (highlighting	  services,	  recovering	  
histories,	  orientating	  visitors)	  as	  well	  as	  entertain	  the	  players	  with	  surprising	  game	  encounters	  
with	  the	  site	  and	  other	  players.	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These	  images	  were	  provided	  by	  Vince	  Trundle	  (ACMI	  curator)	  indicating	  which	  screens	  could	  be	  used	  by	  
SCOOT	  and	  a	  suggested	  node	  sequence	  through	  the	  spaces	  on	  ground	  floor	  of	  ACMI.	  
A	  definitive	  process	  for	  site	  analysis	  is	  presented	  in	  section	  3/4.3.1.	  
10.5  Interventionist 
An	  LBG	  is	  an	  intervention	  in	  that	  it	  involves	  creating	  tangible	  works	  for	  installation	  in	  complex	  
social	  settings.	  The	  works	  are	  specifically	  installed	  to	  intervene	  in	  natural	  settings	  to	  test	  evolving	  
theories	  of	  practice.	  In	  this	  way,	  the	  adoption	  of	  a	  DBR	  approach	  is	  significant	  in	  that	  the	  study	  
‘focuses	  on	  understanding	  the	  messiness	  of	  real-­‐world	  practice’	  (Barab	  &	  Squire	  2004).	  
The	  intervening	  design	  artefacts	  are	  refined	  through	  an	  iterative	  approach	  and	  both	  represent	  
the	  synthesis	  of	  related	  theories	  and	  are	  a	  device	  to	  observe	  theory	  in	  action.	  Essentially,	  SCOOT	  
is	  an	  event	  that	  creates	  alternative	  narrative	  pathways	  through	  place.	  The	  pathways	  are	  made	  up	  
of	  a	  sequence	  of	  playful	  interventions.	  The	  interventions	  are	  various	  experimental	  game	  
interfaces	  that	  combine	  histories	  of	  place	  with	  alternative	  fictions	  in	  an	  effort	  to	  both	  disrupt	  and	  
sustain	  accepted	  perceptions	  and	  behaviours	  in	  place.	  As	  such,	  the	  SCOOT	  narrative	  (a	  carnival	  
invasion)	  thematises	  the	  action	  and	  interaction	  of	  the	  player	  groups,	  and	  the	  intervening	  game	  
interfaces	  sustain	  the	  narrative	  and	  actions	  as	  the	  groups	  collaborate	  and	  compete	  with	  other	  
groups	  to	  complete	  a	  game	  quest.	  In	  the	  case	  of	  SCOOT,	  the	  carnival	  narrative	  is	  a	  critical	  device	  
for	  intervention	  as	  it	  directly	  competes	  with	  established	  histories	  and	  interpretations	  of	  place.	  
Above	  is	  the	  BarryBell	  intervention.	  Players	  must	  drum	  in	  time	  on	  a	  box	  to	  get	  Sir	  BarryBell	  his	  book	  (based	  on	  
Sir	  Redman	  Barry,	  founder	  of	  the	  State	  Library	  of	  Victoria	  where	  this	  is	  installed,	  who	  is	  trapped	  in	  the	  SCOOT	  
carnival	  world).	  Once	  Sir	  Barrybell	  gets	  his	  book	  his	  phone	  rings	  and	  the	  players	  receive	  a	  message	  containing	  a	  
clue	  that	  needs	  to	  be	  SMSed	  back	  to	  SCOOT	  Agency.	  Then	  the	  players	  receive	  the	  next	  SMS	  challenge.	  This	  game	  
is	  based	  on	  the	  carnival	  strength	  machines)	  
	  
133	  
Since	  SCOOT	  was	  intended	  to	  be	  used	  as	  a	  way	  to	  intervene	  in	  the	  traditional	  systems	  in	  place,	  it	  
required	  an	  understanding	  of	  how	  place	  already	  manipulates	  our	  perception	  and	  behaviour	  
through	  the	  presentation	  of	  certain	  understood	  codes	  and	  conventions.	  Often	  these	  systems	  of	  
codes	  are	  read	  and	  understood	  by	  us	  and	  determine	  the	  roles	  we	  play	  in	  these	  places	  and	  the	  
limits	  of	  our	  performances	  within	  them.	  These	  codes	  and	  their	  related	  behaviours	  are	  part	  of	  a	  
broader	  cultural	  system	  we	  inherit	  and	  experience	  in	  communal	  and	  personal	  ways.	  SCOOT	  
acknowledges	  this	  and	  views	  itself	  as	  an	  explicit	  intervention	  in	  cultural	  systems	  as	  a	  strategy	  for	  
the	  player	  to	  reconsider	  the	  established	  systems	  as	  flexible	  for	  their	  own	  creative	  re-­‐
interpretation.	  
How	  the	  interfaces	  work	  as	  interventions	  is	  described	  in	  more	  detail	  in	  Section	  3.	  
10.6 Iterative 
An	  Action	  Research	  (AR)	  model	  resembles	  a	  cyclic,	  or	  spiral,	  process	  that	  alternates	  between	  
action	  and	  critical	  reflection.	  As	  such,	  action	  research	  is	  both	  repetitive	  and	  emergent.	  Dick	  
(2000)	  argues	  that	  ‘each	  cycle	  consists	  of	  critical	  reflection’	  in	  order	  to	  refine	  the	  methods	  of	  
design	  production,	  delivery	  and	  evaluation.	  The	  cycle	  of	  AR	  adopted	  by	  this	  practice	  is	  based	  on	  
the	  Kemmis	  and	  McTaggart	  (1998)	  model	  that	  directs	  the	  researcher	  to	  ‘Plan,	  Act,	  Observe,	  
Reflect’	  repeatedly	  through	  iterative	  cycles	  with	  the	  intention	  that	  ‘the	  knowledge	  obtained	  can	  
be	  immediately	  applied…	  linking	  theory	  and	  practice’.	  Furthermore,	  Baskerville	  (1999)	  highlights	  
the	  idea	  that	  AR	  ‘is	  performed	  collaboratively	  and	  enhances	  the	  competencies	  of	  the	  respective	  
actors’.	  This	  is	  especially	  relevant	  because	  its	  emergent	  and	  participative	  nature	  allows	  me,	  as	  the	  
researcher,	  to	  gain	  a	  better	  understanding	  of	  my	  practice	  as	  it	  progresses.	  Thus	  ensuring	  that	  at	  
all	  times	  there	  is	  firm	  grasp	  on	  the	  evolution	  of	  the	  project.	  
	  As	  Kemmis	  (2007)	  has	  observed,	  designers	  that	  engineer	  iterative	  experiments	  can	  ‘articulate	  
their	  own	  concern,	  plan	  strategic	  action,	  monitor	  the	  action,	  and	  reflect	  on	  processes	  and	  
consequences’.	  As	  such,	  there	  have	  been	  several	  major	  SCOOT	  Events	  around	  Australia	  as	  
iterations	  of	  this	  study,	  each	  serving	  to	  refine,	  in	  concert:	  
− The	  Work	  (SCOOT)	  as	  it	  is	  experienced	  and	  critiqued	  by	  the	  participants	  in	  a	  natural	  
setting.	  SCOOT	  consists	  of	  a	  number	  of	  artefacts	  (interfaces,	  media,	  systems)	  that	  can	  
only	  be	  effective	  in	  specific	  combinations.	  
− The	  Theory	  of	  transformation	  that	  is	  contestable	  only	  through	  application	  and	  interaction	  
in	  authentic	  settings.	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− The	  Practice	  that	  starts	  as	  an	  experiment	  and	  is	  intended	  to	  become	  are	  area	  of	  
contribution	  and	  expertise	  in	  the	  intersections	  between	  theory	  and	  experience.	  	  
Much	  of	  the	  initial	  realisations,	  evaluations	  and	  refinements	  were	  experienced	  in	  the	  early	  
iterations	  of	  this	  study	  practice.	  All	  SCOOT	  LBG	  events	  vary	  in	  scale	  according	  to	  the	  budget,	  
resources	  and	  affordances	  of	  the	  sites	  involved.	  Each	  SCOOT	  Event	  had	  between	  300	  and	  3000	  
participants	  (players)	  and	  involved	  varying	  numbers	  of	  production	  collaborators,	  depending	  on	  
the	  scope	  and	  scale	  of	  the	  project	  and	  its	  resources.	  
The	  three	  earliest	  SCOOT	  design	  iterations	  of	  2004	  and	  2005	  focused	  on	  developing	  both	  quality	  
design	  outcomes	  for	  public	  installation	  and	  the	  development	  of	  design	  resources	  for	  effective	  
collaboration,	  reflection	  and	  refinement.	  By	  the	  third	  iteration	  it	  became	  apparent	  that	  by	  
concentrating	  on	  aspects	  of	  both	  the	  player	  and	  designer	  engagement,	  SCOOT	  could	  merge	  the	  
processes	  to	  create	  design	  tools	  for	  the	  player	  to	  create	  their	  own	  personal	  versions	  of	  a	  SCOOT	  
Event.	  This	  tool,	  SCOOT	  Camp	  (discussed	  further	  in	  section	  6),	  allowed	  players	  (and	  non-­‐players)	  
access	  to	  simple	  custom	  web	  interfaces	  and	  processes	  to	  design	  and	  publish	  their	  own	  games	  and	  
stories	  to	  mobile	  phones	  (discussed	  in	  more	  detail	  in	  the	  next	  section).	  
To	  achieve	  this,	  SCOOT	  created	  opportunities	  during	  each	  iteration	  for	  multi-­‐disciplinary	  
collaboration	  to	  involve	  multiple	  perspectives,	  resulting	  in	  innovative	  solutions.	  	  This	  strategy	  
required	  the	  development	  of	  resources	  to	  support,	  focus	  and	  encourage	  effective	  collaboration	  
that	  occurred	  locally,	  remotely	  and	  virtually.	  Each	  iteration	  was	  an	  opportunity	  to	  test	  and	  refine	  
the	  strategies,	  rules,	  resources	  and	  processes	  under	  different	  conditions	  while	  continuing	  to	  
support	  experimental	  practice.	  Regardless	  of	  the	  highly	  experimental,	  collaborative	  and	  iterative	  
nature	  of	  the	  project,	  the	  following	  key	  objectives	  were	  always	  maintained	  to:	  
− maximise	  the	  impact	  of	  the	  work	  and	  refine	  the	  quality	  of	  the	  deliverables	  
− maximise	  the	  opportunity	  for	  knowledge	  transfer	  by	  supporting	  collaboration	  and	  
experimentation	  
− generate	  new	  intellectual	  property	  for	  SCOOT	  and	  its	  contributors	  
10.6.1 The Iterative Cycles 
Each	  design	  iteration	  results	  in	  a	  SCOOT	  Event	  that	  is	  presented	  in	  a	  host	  location.	  Since	  the	  
design	  of	  each	  iteration	  is	  focused	  on	  the	  successful	  completion	  of	  a	  game	  event,	  the	  process	  is	  
broadly	  separated	  into	  four	  main	  states	  of	  play,	  rather	  than	  of	  production,	  specifically	  linking	  it	  to	  
the	  ultimate	  outcome:	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1. Pre-­‐play:	  site	  analysis,	  scriptwriting,	  design	  specification,	  production	  (of	  interfaces,	  media	  
and	  systems)	  
2. In-­‐Play:	  the	  hosting	  of	  real	  time	  SCOOT	  Events,	  player	  support,	  SMS	  provision,	  technical	  
support	  and	  observations	  of	  interactions	  between	  game	  interfaces	  and	  players.	  
3. Post-­‐Play:	  analysis	  of	  feedback	  and	  observational	  data	  (photos,	  videos,	  interviews	  etc,),	  
refinement	  of	  design	  rules,	  strategies	  and	  resources.	  
4. Around-­‐Play:	  Observation,	  reflection,	  documentation	  and	  refinement	  of	  In-­‐play,	  post-­‐play	  
and	  pre-­‐play	  processes	  and	  assets.	  Observation	  of	  interactions	  between	  all	  stakeholders	  
(collaborators,	  players,	  organisational	  partners)	  
Each	  design	  iteration	  (and	  its	  subsequent	  event)	  provides	  valuable	  definitive	  results	  as	  well	  as	  
raises	  issues	  to	  be	  further	  contemplated	  and	  resolved.	  As	  such,	  each	  design	  iteration	  continues	  
and	  intersects	  with	  the	  next	  event	  iteration.	  Each	  iteration	  serves	  to	  refine	  the	  design	  process,	  
artefact	  specification,	  event	  presentation,	  and	  resource	  tools.	  The	  diagram	  below	  demonstrates	  
that	  throughout	  a	  design	  process	  project	  outcomes	  can	  be	  refined	  to	  produce	  a	  definitive	  result	  
(A).	  It	  also	  indicates	  that	  the	  project	  is	  part	  of	  a	  continuing	  design	  process	  that	  contributes	  to	  the	  
production	  of	  adaptable	  outcomes	  that	  can	  be	  applied	  to	  other	  projects	  and	  design	  contexts	  (B).	  	  
	  
	  
10.7 Player Focused 
The	  SCOOT	  interventions	  were	  initially	  designed	  with	  a	  number	  of	  assumptions	  based	  on	  
theoretical	  research,	  the	  review	  of	  related	  works	  and	  the	  desire	  of	  the	  designer	  to	  experiment	  
with	  innovative	  techniques	  made	  possible	  through	  access	  to	  new	  technologies.	  Every	  aspect	  of	  
the	  design	  processes	  was	  undertaken	  to	  specifically	  result	  in	  the	  production	  and	  presentation	  of	  
user	  interfaces	  that	  would	  promote	  player	  interaction	  with	  each	  other	  and	  the	  local	  sites.	  	  During	  
each	  SCOOT	  episode	  I	  was	  most	  concerned	  with	  observing	  the	  players’	  responses	  to	  each	  and	  
every	  game	  interface,	  as	  well	  as	  observing	  the	  interactions	  occurring	  around	  the	  game	  interfaces.	  
How	  the	  players	  approached,	  commenced,	  maintained,	  completed	  and	  repeated	  interactions	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with	  the	  interfaces	  and	  each	  other	  was	  of	  particular	  importance	  to	  evaluate	  the	  effectiveness	  of	  
the	  design	  interventions.	  This	  approach	  of	  beginning	  with	  informed	  assumptions	  and	  then	  later	  
engaging	  participants	  in	  order	  to	  refine	  and	  adapt	  the	  work,	  deviates	  from	  traditional	  and	  highly	  
valued	  methods	  of	  ‘Participatory	  Design’	  (PD)	  that	  	  
are	  participatory	  top	  to	  bottom	  and	  must	  include	  verifiable,	  regular	  avenues	  for	  
group	  interaction	  and	  definite	  routines	  for	  ensuring	  that	  users'	  concerns	  are	  
methodically	  addressed	  in	  the	  resulting	  design…	  if	  we	  understand	  it	  (PD)	  as	  a	  
methodology,	  we	  are	  able	  to	  draw	  on	  a	  coherent	  body	  of	  methods	  and	  techniques	  
operating	  within	  a	  general	  research	  design	  under	  common	  methodological	  premises	  
(Spinuzzi	  2005,	  163).	  	  
This	  approach	  described	  by	  Spinuzzi	  assumes	  that	  every	  design	  project	  starts	  from	  a	  totally	  blank	  
slate	  and	  seeks	  out,	  before	  design,	  a	  definitive	  methodology	  to	  follow;	  that	  the	  designers	  have	  no	  
previous	  experience	  or	  knowledge	  of	  a	  user	  group	  or	  a	  design	  process.	  This	  is	  a	  unrealistic	  and	  a	  
rare	  occurrence.	  Before	  a	  project	  of	  the	  scale	  of	  SCOOT	  can	  even	  begin,	  funding	  must	  be	  sourced	  
from	  somewhere.	  For	  a	  practitioner	  to	  be	  able	  to	  attract	  funding,	  they	  must	  present	  a	  proven	  
track	  record	  and	  have	  evidenced	  the	  capacity	  to	  complete	  the	  project	  due	  to	  prior	  knowledge	  
and	  experience	  with	  the	  context	  of	  the	  user	  and	  the	  technological	  processes	  required	  to	  deliver	  
the	  work.	  	  
Key	  to	  this	  practice	  being	  able	  to	  commence	  design	  work	  from	  informed	  assumptions	  is	  that	  
detailed	  advice	  from	  organisational	  stakeholders	  was	  considered	  and	  synthesised	  into	  the	  design	  
objectives	  and	  production	  specifications	  at	  the	  beginning	  of	  each	  iteration.	  The	  organisational	  
collaborators	  articulate	  what	  they	  want,	  what	  they	  know	  of	  their	  visitors	  and	  what	  change	  in	  
relationships	  they	  want	  for	  their	  visitors.	  They	  do	  this	  from	  an	  appreciation	  that	  the	  purpose	  of	  a	  
SCOOT	  Event	  is	  to	  transform	  visitors	  with	  pre-­‐conceived	  expectations	  and	  passive	  engagement	  
behaviours	  into	  game	  players	  that	  possess	  and	  engage	  in	  the	  sites	  with	  an	  increased	  creative	  
agency	  and	  physical	  energy.	  The	  organisational	  stakeholders	  (curators,	  managers	  and	  
technicians)	  are	  complicit	  with	  the	  SCOOT	  design	  team	  in	  attempting	  the	  transformation	  through	  
the	  intervention	  facilitated	  by	  the	  SCOOT	  interfaces	  and	  interactions.	  	  
It	  is	  not	  until	  the	  player	  interactions	  are	  observed	  in	  the	  initial	  SCOOT	  Events	  that	  refinements	  
are	  made	  to	  the	  interventional	  interfaces	  and	  player	  interactions.	  This	  way	  the	  players	  are	  active	  
participants,	  but	  not	  explicitly	  from	  ‘top	  to	  bottom’,	  but	  from	  a	  starting	  point	  pre-­‐designed	  by	  the	  




10.7.1 Methods of player observation for reflection and refinement 
The	  most	  important	  method	  undertaken	  was	  to	  follow	  and	  record	  player	  groups	  in	  two	  main	  
ways:	  
− Observe	  and	  record	  a	  single	  group	  of	  players	  from	  the	  beginning	  of	  their	  SCOOT	  
experience	  to	  the	  end.	  They	  would	  be	  photographed	  and	  video	  recorded	  at	  each	  
interface	  as	  well	  as	  between	  each	  interface,	  thereby	  capturing	  their	  entire	  responses	  to	  
the	  interfaces	  and	  their	  interactions	  with	  each	  other	  in	  the	  sites	  in	  the	  pathways	  between	  
interfaces.	  
− Observe	  and	  record	  multiple	  groups	  approaching,	  interacting	  with	  and	  leaving	  each	  
design	  interface.	  This	  way	  I	  could	  observe	  both	  common	  and	  surprising	  interactions	  and	  
determine	  how	  effectively	  the	  interfaces	  resulted	  in	  the	  desired	  and	  expected	  outcomes	  
and	  what	  other	  unexpected	  results	  could	  help	  considered	  refinements	  to	  the	  designs.	  
Both	  of	  these	  methods	  of	  player	  observation	  are	  described	  in	  the	  next	  series	  of	  images.	  
	  
	  
This	  series	  of	  images	  above	  illustrates	  one	  team	  of	  girls	  beginning	  a	  SCOOT	  Event	  (SCOOT	  2005)	  
by	  receiving	  their	  player	  IDs	  (lanyards)	  that	  identified	  them	  as	  ‘S’Avatars’.	  And	  ending	  with	  them	  
each	  receiving	  a	  ‘Certificate	  of	  Ambassadorness’	  from	  SCOOT	  World	  in	  recognition	  of	  their	  effort	  
to	  save	  their	  precious	  cultural	  sites	  from	  Omega	  Carnega’s	  Dodgy	  Carnival.	  In	  between,	  are	  
images	  of	  the	  girls	  following	  a	  series	  of	  SCOOT	  challenges,	  guided	  by	  messages	  received	  on	  their	  
mobile	  phones.	  The	  crew	  members	  assigned	  to	  observe	  player	  groups	  each	  had	  a	  camera	  and	  a	  
notebook	  for	  recording	  reactions	  and	  interactions.	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More	  images	  available	  at:	  
http://scootagency.com/events/2005-­‐fed-­‐mel/	  
http://www.flickr.com/photos/scootgame/sets/72157623273102474/	  	  
The	  following	  sample	  of	  images	  illustrate	  another	  group	  of	  players	  (mother	  and	  daughter)	  at	  the	  
Sir	  BarryBell	  installation	  of	  the	  2006	  SCOOT	  Event	  in	  the	  State	  Library	  of	  Victoria.	  First	  the	  group	  
review	  the	  mission	  challenge	  they	  received	  via	  SMS.	  It	  contains	  some	  clue	  as	  to	  what	  they	  need	  
to	  solve	  with	  this	  carnival	  game.	  Secondly,	  they	  play	  the	  BarryBell	  game,	  which	  requires	  them	  to	  
hit	  two	  buttons	  on	  the	  green	  box	  in	  time	  with	  an	  increasingly	  fast	  beat.	  If	  they	  do	  this	  in	  perfect	  
time,	  Sir	  BarryBell’s	  book	  is	  raised	  so	  that	  he	  can	  read	  the	  secret	  text	  to	  you	  using	  the	  old	  
fashioned	  phone	  on	  the	  box.	  Once	  they	  have	  realised	  the	  solution,	  they	  SMS	  the	  answer	  back	  to	  
SCOOT	  Agency.	  Finally,	  if	  their	  answer	  is	  correct,	  they	  receive	  the	  next	  SMS	  challenge.	  	  
	  
	  
Mother	  and	  daughter	  team	  playing	  the	  Sir	  BarryBell	  in	  2006.	  BarryBell	  is	  a	  character	  inspired	  by	  Sir	  
Redman	  Barry,	  founder	  of	  the	  State	  Library	  of	  Victoria	  in	  which	  this	  installation	  is	  installed	  and	  played.	  
The	  next	  set	  of	  images	  are	  samples	  of	  photographs	  of	  other	  groups	  at	  the	  same	  BarryBell	  
installation.	  The	  recordings	  of	  these	  interactions	  indicated	  a	  successful	  design	  synthesis.	  The	  
players	  had	  no	  difficulty	  in	  understanding	  how	  to	  play	  the	  game	  and	  solve	  the	  clue.	  However,	  a	  
green	  stepping	  stool	  was	  built	  to	  help	  the	  smallest	  of	  players	  reach	  the	  buttons	  and	  telephone	  in	  
future	  iterations.	  I	  also	  increased	  the	  difficulty	  of	  the	  game	  to	  make	  it	  more	  of	  a	  challenge	  for	  
players	  to	  complete;	  I	  observed	  that	  across	  all	  groups	  they	  were	  more	  satisfied	  with	  the	  
outcomes	  of	  games	  if	  they	  had	  to	  overcome	  a	  greater	  level	  of	  difficulty.	  This	  also	  increased	  the	  
sense	  of	  competition,	  as	  groups	  would	  more	  likely	  stay	  and	  watch	  the	  next	  group	  play	  to	  see	  if	  
they	  do	  better.	  This	  way	  they	  self-­‐evaluate	  their	  skills	  and	  status	  in	  the	  game	  through	  their	  own	  
observation.	  Often,	  if	  the	  game	  is	  difficult,	  groups	  were	  more	  likely	  to	  help	  each	  other,	  increasing	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the	  interaction	  and	  cooperation	  between	  players.	  In	  fact,	  it	  was	  at	  these	  kinds	  of	  game	  interfaces	  
that	  groups	  would	  meet	  and	  discuss	  the	  SCOOT	  Event.	  	  
	  
Various	  teams	  playing	  the	  Sir	  BarryBell	  in	  2006	  in	  the	  State	  Library	  of	  Victoria,	  Melbourne.	  
	  
10.8 Narrative Bound 
	  “Narrative,	  as	  one	  way	  of	  making	  sense	  of	  design-­‐based	  research,	  is	  a	  historical	  method	  that	  involves	  
conveying	  a	  series	  of	  related	  plots	  and	  describing	  the	  temporal	  unfolding	  over	  time.”	  (Barab	  and	  Squire	  
1992,	  8).	  
Following	  is	  an	  articulation	  of	  how	  narrative	  has	  been	  employed	  as	  a	  design	  and	  research	  device.	  
I	  also	  define	  the	  key	  narrative	  voices	  in	  the	  work	  of	  SCOOT	  and	  the	  roles	  they	  play	  in	  resolving	  the	  
design	  outcomes.	  A	  narrative-­‐centred	  approach	  to	  the	  entire	  project	  enabled	  me	  to	  integrate	  the	  
multitudes	  of	  intersecting	  narratives	  found	  between	  players,	  developers,	  organisations	  as	  a	  
method	  to	  develop	  and	  improve	  player	  engagement	  in	  SCOOT	  Events.	  
10.8.1 Narrative as design device  
The	  SCOOT	  project	  combines	  multiple	  tropes	  from	  carnival	  and	  science	  fiction	  genres,	  mixed	  with	  
historic	  legends.	  SCOOT	  intentionally	  creates	  ambiguous	  connections	  between	  history	  and	  fiction	  
in	  an	  effort	  to	  both	  reveal	  and	  undermine	  the	  stability	  of	  predecessor	  narratives.	  As	  the	  narrative	  
is	  presented	  to	  the	  participants	  via	  various	  interfaces	  in	  cultural	  places	  they	  are,	  as	  	  Savage	  
(2001)	  explains,	  ‘not	  merely	  involved	  in	  the	  disruption	  of	  established	  meanings	  but	  also	  in	  the	  
bringing	  together	  of	  past	  and	  present	  in	  a	  new	  constellation’.	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SCOOT	  offers	  a	  direct	  intersection	  between	  the	  imaginary	  world	  and	  the	  actual	  one	  while	  players	  
actively	  accomplish	  tasks,	  undergo	  tests	  and	  attain	  goals	  along	  a	  narrative	  pathway.	  Hence	  
merging	  the	  three	  narrative	  times	  of	  the	  ‘lived	  experience’,	  the	  ‘historical	  time’	  and	  the	  ‘fictional	  
time’	  (Lefebvre,	  1991)	  by	  explicitly	  assembling	  the	  fictional	  with	  the	  historic	  and,	  at	  the	  same	  
time,	  demonstrating	  that	  history	  is	  always	  present	  and	  that	  all	  are	  involved	  in	  its	  making.	  
10.8.2 Narrative as collaborative device 
It	  was	  important	  for	  me	  to	  be	  able	  to	  articulate	  the	  narrative	  of	  ‘what	  SCOOT	  wants’	  in	  a	  
theoretical	  sense	  to	  all	  collaborators	  so	  that	  they	  understood	  their	  role	  and	  contribution	  to	  the	  
telling	  of	  the	  story,	  regardless	  of	  whether	  they	  were	  programmers	  or	  character	  animators.	  This	  
narrative	  was	  critical	  for	  sustaining	  integrity	  over	  time	  and	  on	  large-­‐scale	  production	  of	  multiple	  
components	  that	  had	  to	  come	  together	  in	  a	  single	  event	  and	  across	  multiple	  events.	  	  
An	  often-­‐repeated	  narrative	  adopted	  by	  the	  crew	  was	  that	  the	  SCOOT	  project	  is	  ‘an	  excuse	  to	  
make	  friends’.	  This	  may	  at	  first	  seem	  innocuous	  and	  a	  tad	  romantic,	  but	  it	  is	  a	  significant	  
narrative	  of	  both	  social	  and	  professional	  commitment.	  When	  friendships	  are	  at	  stake,	  the	  quality	  
and	  investment	  levels	  of	  the	  crew	  are	  increased,	  benefiting	  the	  entire	  project.	  This	  was	  not	  only	  
adopted	  amongst	  the	  development	  crew	  but	  also	  became	  a	  mantra	  for	  all	  SCOOT	  works,	  insofar,	  
that	  they	  should	  provide	  opportunities	  for	  players	  to	  interact	  with	  each	  other	  in	  playful,	  
supportive	  and	  subversive	  ways	  repeatedly	  over	  days	  of	  play.	  	  
My	  favourite	  collaborative	  narratives	  are	  those	  that	  re-­‐tell	  how	  young	  developers	  met	  working	  
on	  SCOOT	  and	  then	  went	  on	  to	  develop	  long-­‐standing	  creative	  and	  professional	  collaborations	  
such	  as	  Tom	  Killen,	  Mathew	  Clark	  and	  Simon	  Joslin	  who	  formed	  the	  award	  winning	  company,	  
Voxel	  Agents,	  soon	  after	  the	  SCOOT	  2006	  event,	  to	  continue	  to	  develop	  games	  together.	  
Over	  time,	  a	  core	  crew	  (http://scootagency.com/community/crew/)	  formed	  of	  developers	  that	  
worked	  together	  on	  multiple	  SCOOT	  iterations.	  I	  came	  to	  rely	  on	  these	  key	  collaborators	  to	  be	  
narrators	  of	  the	  SCOOT	  developer’s	  experience.	  Such	  stories	  made	  it	  so	  much	  easier	  for	  me	  to	  
recruit	  new	  collaborators	  on	  successive	  SCOOT	  iterations.	  To	  follow	  is	  an	  email	  from	  Yang	  Wong	  
to	  the	  core	  crew	  at	  the	  end	  of	  the	  2004	  SCOOT	  Event	  at	  the	  CIP	  during	  which	  he	  was	  a	  student	  
developer	  on	  the	  SCOOT	  crew:	  
Another	  personal	  thank	  you	  to	  all	  for	  having	  the	  opportunity	  to	  work	  with	  a	  great	  
variety	  of	  skilled	  and	  passionate	  people.	  Scoot	  became	  a	  real	  talking	  point	  amongst	  
students	  and	  staff	  and	  its	  success	  just	  goes	  to	  show	  that	  there	  is	  a	  lot	  of	  interest	  in	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these	  kinds	  of	  interactive	  works	  and	  events	  (games	  are	  here	  to	  stay).	  So	  many	  people	  
have	  expressed	  their	  interest	  in	  Scoot,	  but	  they	  have	  also	  expressed	  interest	  in	  
possible	  future	  Scoot-­‐	  like	  incarnations.	  Going	  by	  public	  demand	  and	  interest,	  such	  an	  
event	  just	  has	  to	  happen	  again	  in	  the	  near	  future…	  	  doesn’t	  it?	  Best	  of	  luck	  and	  huge	  
well	  done	  to	  all	  involved.	  (Yang	  Wong.	  Personal	  email	  communication	  Fri,	  14	  May	  
2004)	  	  
10.8.3 Participant narratives as evidence of transformation 
As	  the	  game	  is	  experienced,	  participants	  share	  stories	  with	  each	  other	  and	  with	  the	  designers.	  	  A	  
number	  of	  SCOOT	  developers	  would	  attend	  the	  SCOOT	  Events	  to	  observe	  and	  record	  player	  
responses.	  These	  would	  be	  discussed	  at	  daily	  de-­‐brief	  sessions	  at	  the	  end	  of	  each	  day	  of	  play.	  
Also,	  at	  each	  event	  there	  were	  player	  questionnaires	  collected	  after	  the	  players	  had	  completed	  
their	  SCOOT	  missions.	  SCOOT	  appreciates	  the	  view	  Eco	  (1979a)	  provides,	  that	  a	  story	  ‘can	  be	  
read	  in	  two	  different	  ways,	  a	  naïve	  way	  and	  a	  critical	  way,	  but	  both	  types	  of	  readers	  are	  inscribed	  
within	  the	  textual	  strategy’.	  These	  narratives	  provided	  vital	  feedback	  that	  informed	  the	  
refinement	  of	  design	  processes	  as	  indicators	  of	  effectiveness	  and	  limitations.	  For	  SCOOT	  2006,	  
two	  ethnographic	  researchers	  were	  involved	  in	  the	  observation	  of	  players.	  They	  recorded	  a	  
number	  of	  player	  responses	  that	  were	  very	  telling	  of	  the	  SCOOT	  player	  experience,	  including:	  
− “You	  brought	  his	  world	  to	  my	  world”	  (a	  mother	  speaking	  of	  her	  SCOOT	  experience	  with	  
her	  son	  while	  participating	  in	  the	  State	  Library	  of	  Victoria	  SCOOT	  mission)	  
− “Now	  everything	  looks	  like	  a	  game”	  (one	  boy	  talking	  to	  another	  boy	  in	  his	  SCOOT	  group	  
while	  playing	  the	  Federation	  Square	  SCOOT	  mission)	  
− “I	  just	  found	  myself	  learning”	  (a	  girl	  playing	  SCOOT	  with	  her	  friends	  in	  the	  National	  
Gallery	  of	  Victoria)	  
To	  avoid	  a	  technological	  approach	  found	  in	  many	  of	  the	  current	  comparative	  works,	  SCOOT’s	  
main	  strategy	  was	  to	  treat	  narratives	  as	  the	  main	  resource	  and	  as	  the	  focus	  for	  sustained	  design	  
practice,	  that	  narratives	  of	  place,	  of	  play	  and	  of	  collaboration	  were	  to	  provide	  motivation	  and	  
content	  as	  well	  as	  evidence	  of	  impact	  and	  impetus	  for	  refinement.	  SCOOT	  sees	  narrative	  as	  both	  
an	  approach	  and	  an	  outcome.	  Most	  important	  to	  SCOOT	  was	  developing	  strategies	  and	  resources	  
for	  refining	  the	  search	  for	  relevant	  narratives	  and	  incorporating	  and	  manipulating	  them	  for	  the	  
design	  and	  development	  of	  the	  components	  of	  the	  work,	  SCOOT.	  Also,	  key	  to	  the	  experience	  of	  
SCOOT	  for	  the	  players	  involved	  is	  how	  these	  narratives	  inform	  the	  interactions	  between	  people	  
and	  places	  and	  between	  players	  and	  designers.	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10.8.4 The Narrative Voices 
SCOOT,	  by	  nature	  of	  its	  structure,	  has	  many	  different	  opportunities	  to	  both	  incorporate	  
narratives	  and	  to	  represent	  them.	  There	  are	  multiple	  authors	  (developers,	  curators)	  and	  various	  
potential	  role-­‐players	  (participants).	  In	  a	  public	  place,	  there	  are	  even	  going	  to	  be	  many	  non-­‐
player	  characters’	  (NPCs)	  to	  be	  considered	  such	  as	  receptionists,	  food	  workers,	  cleaners,	  security	  
staff	  and	  other	  visitors,	  to	  name	  but	  a	  few.	  In	  early	  iterations	  of	  SCOOT	  I	  recognised	  an	  extended	  
role	  of	  narrative	  and	  the	  roles	  various	  participants	  played	  in	  the	  telling	  and	  refining	  of	  the	  SCOOT	  
experience	  and	  have	  defined	  them	  in	  the	  following	  ways:	  
− Developers’	  narratives:	  once	  I	  had	  articulated	  my	  intentions	  for	  the	  SCOOT	  narrative	  to	  
all	  of	  the	  collaborating	  developers	  (programmers,	  sound	  designers,	  animators,	  
illustrators,	  etc)	  they	  would	  then	  have	  the	  opportunity	  to	  contribute	  to	  the	  refinement	  of	  
this	  narrative	  throughout	  the	  collaborative	  process.	  Workshop	  discussions	  constantly	  
impacted	  the	  aesthetics	  and	  structure	  of	  the	  game	  as	  various	  team	  members	  developed	  
ideas	  about	  the	  game	  narrative.	  In	  the	  tradition	  of	  Bertolt	  Brecht	  (1898-­‐1956),	  who	  
claimed	  ‘the	  epic	  theatre’	  is	  meant	  for	  the	  actors	  as	  much	  as	  the	  spectators,	  SCOOT	  is	  
meant	  for	  the	  makers	  as	  much	  as	  for	  the	  players.	  
− Players’	  “in-­‐play”	  narratives:	  These	  are	  stories	  and	  conversations	  recorded	  during	  play.	  
Some	  of	  these	  occur	  between	  the	  game	  and	  the	  players,	  but	  most	  of	  them	  are	  generated	  
by	  players	  communicating	  to	  each	  other	  through	  discussion	  forums,	  electronic	  notice	  
boards,	  game	  bunker	  chatter	  and	  onsite	  gatherings	  (much	  of	  which	  was	  recorded	  by	  the	  
game	  system	  or	  researchers	  shadowing	  and	  conversing	  with	  players).	  	  
− Players’	  “out	  of	  play”	  narratives:	  the	  stories	  retold	  of	  the	  gameplay.	  This	  is	  especially	  
significant	  if	  the	  game	  has	  been	  able	  to	  create	  a	  sense	  of	  game	  camaraderie	  among	  the	  
players,	  and	  provided	  resources	  to	  ensure	  this	  connection	  has	  resonance	  beyond	  the	  
actual	  gameplay	  and	  into	  more	  ‘everyday’	  interactions.	  These	  stories	  also	  provide	  the	  
game	  with	  a	  loyal	  following	  and	  a	  kind	  of	  legendary	  status	  among	  particular	  groups	  that	  
have	  formed.	  These	  stories	  are	  obtained	  through	  post-­‐game	  discussion	  forums,	  Flickr	  
groups,	  Blogs,	  etc.	  
− Site	  narratives:	  the	  local	  histories,	  or	  stories,	  related	  to	  the	  site	  that	  informs	  the	  game	  
development	  and	  integration.	  This	  also	  includes	  stories	  of	  how	  the	  site’s	  physical	  and	  
technical	  infrastructure	  is	  perceived	  and	  utilised.	  
− The	  narrative	  of	  the	  game	  genre:	  the	  story	  of	  the	  game	  as	  part	  of	  a	  genre	  of	  games	  has	  
an	  impact	  of	  how	  it	  is	  conceived,	  experienced	  and	  perceived	  (both	  for	  the	  developers,	  
the	  players	  and	  the	  inhabitants	  of	  the	  site).	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− Narrative	  Intersections:	  designers,	  as	  Wright	  and	  McCarthy	  (2005)	  explain,	  ‘enter	  into	  a	  
dialogue	  as	  differently	  placed	  equals	  with	  the	  expectation	  that	  both	  designers	  and	  users	  
will	  learn	  and	  change	  their	  ideas	  as	  a	  result	  of	  the	  dialogue’.	  It	  became	  an	  important	  part	  
of	  the	  SCOOT	  experience	  that	  the	  developers	  and	  players	  met	  and	  exchanged	  their	  
narratives	  both	  in	  and	  out	  of	  game	  character.	  Firstly,	  because	  it	  gave	  the	  developers	  a	  
great	  sense	  of	  achievement	  and	  recognition,	  as	  well	  as	  providing	  them	  with	  first	  hand	  
feedback	  critical	  for	  any	  creative	  practitioner.	  Secondly,	  the	  players	  learnt	  a	  great	  deal	  
from	  the	  developers	  about	  the	  opportunities	  for	  diverse	  roles	  in	  creating	  such	  a	  game.	  	  
	  
The	  images	  above	  shows	  how	  Tom	  Killen	  (pictured	  on	  the	  left	  of	  the	  centre	  image),	  a	  developer	  
on	  the	  AR	  Creature	  Scanner,	  was	  present	  at	  the	  SCOOT	  2006	  event	  in	  Melbourne	  to	  observe	  
player	  interactions	  with	  the	  installation	  he	  developed	  and	  to	  answer	  any	  questions	  the	  players	  
may	  have	  about	  its’	  design.	  Tom	  reported	  that	  he	  learned	  a	  great	  deal	  about	  the	  limits	  and	  
potentials	  of	  the	  installation	  through	  this	  interaction.	  
This	  connection	  broadened	  the	  SCOOT	  community.	  By	  taking	  interest	  in	  the	  players,	  the	  project	  is	  
affirming	  their	  role	  as	  agents	  in	  an	  actual	  creative	  community,	  recognising	  them	  as	  more	  than	  
simply	  an	  ‘end	  user	  group’	  being	  observed	  and	  experimented	  on.	  They	  were	  made	  complicit	  in	  
the	  event	  as	  fellow	  agents	  in	  a	  community	  that	  shared	  an	  interest	  in	  games,	  history,	  museums	  or	  
technology,	  and	  shared	  an	  experience	  that	  excluded	  other	  non-­‐agents.	  No	  longer	  were	  the	  sites	  a	  
place	  to	  passively	  receive	  cultural	  messages,	  but	  they	  (the	  players)	  were	  part	  of	  an	  uncovering	  of	  
other	  possibilities	  to	  regain	  their	  identity	  as	  cultural	  agents,	  raising	  their	  private	  creative	  life	  to	  
what	  Lefebvre	  (1961)	  describes	  as	  ‘the	  collective	  and	  historical	  level’	  of	  public	  life.	  
	  
The	  2006	  group	  of	  collaborators	  discussing	  the	  day’s	  events	  with	  museum	  staff	  and	  other	  volunteers.	  
This	  was	  a	  chance	  for	  everyone	  to	  learn	  from	  the	  perspectives	  of	  amateurs	  and	  professionals	  from	  
various	  fields	  of	  practice.	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Much	  of	  the	  player	  and	  developer	  narratives	  were	  collected	  immediately	  at	  the	  end	  of	  each	  day	  
of	  play,	  during	  organised	  ‘debrief’	  sessions.	  The	  images	  above,	  are	  of	  the	  2006	  group	  of	  
collaborators	  discussing	  the	  day’s	  events	  with	  museum	  staff	  and	  other	  volunteers.	  The	  SCOOT	  
team	  included	  collaborating	  developers,	  on-­‐site	  curators	  and	  managers,	  researchers,	  
organisational	  volunteers.	  We	  would	  all	  be	  exhausted	  and	  excited	  by	  the	  day’s	  events	  as	  we	  
shared	  stories	  of	  what	  had	  occurred.	  There	  were	  great	  stories	  of	  security	  staff	  going	  into	  a	  panic	  
as	  they	  were	  not	  properly	  informed	  of	  some	  of	  the	  players	  more	  subversive	  activities.	  Another	  
story	  became	  a	  legend	  among	  the	  collaborators,	  of	  a	  father	  and	  son	  group	  that	  were	  so	  
immersed	  in	  the	  game	  that	  the	  son	  wet	  his	  pants	  because	  the	  father	  took	  the	  game	  far	  too	  
seriously	  and	  did	  not	  want	  to	  stop	  until	  he	  was	  satisfied	  they	  had	  completed	  more	  than	  another	  
family	  group	  that	  they	  had	  begun	  a	  friendly	  competition	  with.	  There	  were	  stories	  of	  players	  
challenging	  the	  developers	  at	  their	  own	  game	  creations.	  ‘Beating	  a	  designer	  at	  their	  own	  game’	  
became	  a	  favourite	  pastime	  of	  older	  groups	  of	  teenagers.	  There	  were	  stories	  of	  players	  bringing	  
in	  sketches	  of	  ideas	  to	  improve	  SCOOT	  games	  over	  the	  three	  days	  of	  play,	  and	  others	  who	  had	  
studied	  the	  character	  profiles	  on	  the	  website	  during	  the	  evening	  and	  brought	  in	  drawings	  and	  
diagrams	  of	  new	  characters	  and	  suggestions	  for	  relationships	  to	  other	  characters.	  One	  mother	  
had	  come	  up	  with	  an	  SMS	  game	  design	  for	  her	  daughter’s	  next	  birthday	  on	  their	  farm	  in	  the	  
country.	  	  
All	  of	  these	  stories	  from	  the	  players	  served	  to	  indicate	  to	  us	  that	  a	  significant	  level	  of	  knowledge	  
transfer	  had	  occurred	  between	  the	  game	  and	  the	  players.	  It	  was	  clear	  that	  players	  had	  varying	  
interest	  in	  SCOOT	  as	  a	  storytelling	  device	  or	  as	  a	  system	  of	  game	  rules.	  At	  a	  basic,	  but	  significant,	  
level	  it	  indicated	  that	  the	  players	  had	  understood	  the	  narrative	  and	  the	  underlying	  concepts	  of	  
spatial	  orientation,	  historic	  restoration	  and	  technological	  appropriation.	  Most	  importantly,	  it	  
demonstrated	  that	  they	  had	  felt	  empowered	  to	  consider	  their	  everyday	  places	  and	  technologies	  
as	  creative	  devices	  for	  storytelling	  and	  for	  social	  interactions.	  The	  way	  players	  spoke	  of	  the	  
objects	  of	  place	  also	  reflected	  a	  shift	  in	  their	  perception	  of	  these	  objects,	  from	  previously	  
dismissed	  to	  potentially	  full	  of	  creative	  inspiration.	  That	  the	  interpretation	  and	  use	  of	  these	  
objects	  need	  not	  be	  ‘closed	  entities’	  determined	  by	  some	  unknown	  authoritative	  force,	  but	  are	  
instead	  part	  of	  what	  Merleu-­‐Ponty	  (1974)	  describe	  as	  ‘open,	  inexhaustible	  systems	  which	  we	  
recognise	  through	  a	  certain	  style	  of	  development’.	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10.9  Collaborative  
SCOOT	  is	  a	  large	  undertaking	  and,	  as	  such,	  is	  only	  possible	  by	  employing	  multiple	  collaborators.	  In	  
a	  number	  of	  SCOOT	  Events	  up	  to	  seven	  locations	  (game	  missions)	  were	  involved	  in	  concert	  with	  
more	  than	  one	  thousand	  participants	  a	  day.	  This	  required	  a	  large	  number	  of	  game	  systems	  and	  
interfaces	  to	  be	  designed,	  deployed	  and	  supervised.	  To	  effectively	  manage	  a	  large	  collaborative	  
project	  the	  collaborators	  must	  be	  selected,	  directed	  and	  supported	  with	  processes	  and	  resources	  
that	  constitute	  the	  social	  infrastructure	  of	  the	  project.	  Collaboration	  not	  only	  ensures	  that	  
multiple	  skills	  and	  perspectives	  are	  incorporated	  to	  produce	  the	  projects	  components	  but	  that	  it	  
is	  also	  a	  very	  rewarding	  way	  to	  work.	  SCOOT,	  as	  a	  design	  process,	  is	  an	  opportunity	  to	  make	  new	  
friendships,	  as	  the	  collaborators	  work	  and	  play	  together,	  experimenting	  with	  new	  design	  
methods	  and	  production	  techniques	  and	  forming	  new	  professional	  networks.	  	  
One	  of	  the	  main	  factors	  that	  contributes	  to	  the	  success	  of	  the	  SCOOT	  project	  is	  its	  capacity	  to	  
motivate	  and	  support	  effective	  collaboration.	  However,	  how	  to	  inspire	  and	  sustain	  a	  group	  of	  
strangers	  to	  work	  towards	  one	  major	  outcome	  is	  no	  small	  challenge.	  There	  can	  often	  be	  
conflicting	  objectives	  between	  what	  SCOOT	  wants	  and	  what	  individual	  contributors	  wish	  to	  
achieve	  within	  their	  own	  practice.	  So	  it	  becomes	  the	  role	  of	  the	  SCOOT	  Director	  (me)	  to	  manage	  
a	  sustained	  balance	  between	  individual	  motivations	  and	  group	  cooperation	  to:	  
− 	  	  	  1.	  maximise	  the	  opportunities	  for	  individual	  progress	  
− 	  	  	  2.	  ensure	  the	  original	  objectives	  and	  aesthetics	  of	  SCOOT	  are	  maintained	  
As	  such,	  it	  became	  a	  main	  focus	  of	  the	  research	  practice	  to	  develop	  motivations,	  processes	  and	  
resources	  to	  maximise	  the	  outcomes	  to	  benefit	  all	  involved.	  The	  first	  couple	  of	  SCOOT	  iterations	  
(2004	  and	  2005)	  revealed	  a	  great	  deal	  about	  who	  was	  critical	  to	  the	  collaboration	  and	  why	  they	  
would	  collaborate.	  As	  the	  iterations	  progressed	  so	  did	  the	  resources	  to	  support	  ongoing	  team	  
work.	  As	  an	  iterative	  design-­‐based	  project	  that	  is	  installed	  as	  a	  large	  scale	  public	  intervention	  it	  
was	  essential	  that	  SCOOT	  consider	  all	  of	  its	  stakeholders	  as	  valued	  contributors	  adding	  to	  the	  
theoretical	  understanding	  and	  the	  design	  outcomes.	  This	  includes	  the	  staff	  of	  support	  
organisations	  that	  host	  SCOOT	  (museums,	  galleries,	  parks)	  and	  the	  intended	  and	  actual	  players	  




Screen	  Image	  of	  the	  ‘community’	  section	  of	  the	  digital	  exegesis.	  http://scootagency.com/community/	  	  	  
The	  digital	  exegesis	  has	  dedicated	  an	  entire	  section	  to	  ‘why’,	  ‘who’	  and	  ‘how’	  collaboration	  
played	  a	  key	  role	  in	  the	  development	  of	  SCOOT.	  As	  illustrated	  above,	  the	  web	  section	  is	  titled	  
“COMMUNITY”	  to	  emphasise	  the	  importance	  SCOOT	  places	  on	  collaboration	  and	  the	  affection	  it	  
feels	  for	  all	  contributors.	  This	  section	  provides	  an	  overview	  of	  the	  importance	  of	  collaboration	  
and	  the	  processes	  and	  resources	  required	  to	  successfully	  collaborate	  on	  an	  LBG	  project.	  These	  
are	  presented	  as	  the	  ‘collaboration	  rules’,	  which	  were	  devised	  as	  a	  result	  of	  iterative	  design	  
activities:	  
1. Communicate	  the	  project	  values	  	  
2. Articulate	  to	  all	  participants	  ‘why’	  they	  would	  collaborate	  on	  this	  project,	  to	  establish	  and	  
maintain	  motivation	  and	  maximize	  contribution	  to	  the	  project	  and	  other	  collaborators	  
3. Acknowledge	  intersecting	  practices	  and	  how	  they	  contribute	  to	  the	  production	  of	  new	  
skills	  and	  knowledge	  for	  each	  collaborator	  
4. Schedule	  collaborations	  effectively,	  as	  not	  all	  participants	  are	  required	  throughout	  the	  
process	  
5. Provide	  resources	  for	  collaboration	  (specifications,	  forums,	  media	  libraries,	  etc)	  
6. Provide	  both	  formal	  and	  informal	  interactions	  between	  collaborators	  




10.9.1 Communicate the Project Values 
An	  essential	  resource	  for	  effective	  collaboration	  was	  the	  articulation	  of	  the	  broad	  SCOOT	  
narrative.	  This	  broad	  narrative	  is	  one	  of	  transformation,	  and	  every	  member	  was	  obliged	  to	  
contribute	  to	  this	  outcome	  no	  matter	  what	  their	  role	  was.	  This	  narrative	  formed	  the	  shared	  
objectives	  and	  key	  values	  of	  the	  project	  and	  acted	  as	  a	  guide	  for	  development	  decisions.	  The	  
SCOOT	  values	  bonded	  all	  of	  the	  works,	  and	  each	  work	  was	  highly	  experimental,	  requiring	  a	  
number	  of	  collaborators	  with	  different	  skills	  and	  knowledge.	  As	  a	  result	  the	  SCOOT	  works,	  in	  
particular	  the	  installation	  pieces,	  opportunities	  arose	  for	  individual	  collaborators	  to	  find	  ways	  to	  
merge	  techniques	  and,	  in	  many	  cases,	  form	  new	  practices	  as	  they	  resolved	  new	  challenges	  
together.	  
Essentially,	  SCOOT	  was	  valued	  as	  a	  framework,	  or	  an	  excuse,	  for	  a	  focused	  collaboration,	  and	  
each	  component	  work	  of	  SCOOT	  became	  an	  opportunity	  for	  practices	  to	  evolve.	  In	  fact,	  SCOOT	  
considers	  the	  collaboration	  process	  as	  an	  actual	  outcome	  and	  the	  resulting	  event	  a	  mechanism	  to	  
extend	  the	  project	  values	  to	  its	  players.	  	  
10.9.2 Articulate Motivations for Collaboration 
This	  is	  probably	  the	  most	  important	  aspect	  of	  directing	  a	  large	  scale	  collaboration.	  Before	  
involving	  others	  in	  the	  project,	  a	  director	  should	  be	  clear	  as	  to	  why	  they	  need	  to	  collaborate	  and	  
with	  whom	  they	  need	  to	  collaborate	  to	  best	  suit	  the	  project	  needs	  and	  to	  achieve	  the	  project	  
objectives.	  This	  provides	  a	  motivation	  for	  others	  to	  participate	  and	  to	  become	  invested	  in	  the	  
project	  values	  and	  outcomes.	  What	  follows	  below,	  is	  a	  summary	  of	  the	  reasons	  why	  I,	  as	  director	  
and	  lead	  designer,	  and	  others	  collaborated	  on	  the	  SCOOT	  project,	  as	  articulated	  to	  them	  at	  the	  
first	  meeting:	  
− Diversify	  skills	  for	  production:	  to	  create	  the	  necessary	  interfaces,	  media	  and	  systems	  for	  
a	  SCOOT	  Event,	  multiple	  skills	  are	  required	  that	  I	  alone	  cannot	  achieve	  given	  the	  time	  and	  
resources	  available.	  This	  means	  that	  we,	  myself	  and	  any	  other	  developer	  involved	  in	  the	  
SCOOT	  project,	  have	  an	  opportunity	  to	  work	  with	  many	  other	  artists,	  designers,	  
programmers,	  musicians,	  curators,	  technicians,	  engineers	  and	  carpenters.	  	  
− Extend	  learning	  potential:	  the	  more	  diverse	  the	  collaboration	  team,	  the	  more	  each	  
participant	  can	  learn	  about	  their	  own	  role	  and	  the	  role	  of	  others.	  SCOOT	  is	  specifically	  
designed	  to	  allow	  for	  maximum	  experimentation	  for	  all	  involved.	  This	  is	  a	  key	  incentive	  
for	  students,	  volunteers	  and	  organisations	  to	  become	  involved	  and	  invested	  in	  the	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project.	  	  As	  Barab	  and	  Squire	  (2004)	  elucidate,	  traditional	  methodologies	  can	  ‘treat	  
participants	  as	  subjects’	  whereas	  a	  design-­‐based	  research	  project	  ‘involves	  different	  
participants	  in	  the	  design	  so	  as	  to	  bring	  their	  differing	  expertise	  into	  producing	  and	  
analyzing	  the	  design.’	  	  
− Build	  relationships:	  over	  time	  it	  became	  apparent	  that	  collaborators	  were	  using	  SCOOT	  
as	  an	  opportunity	  to	  meet	  people	  with	  complementary	  skills,	  and	  many	  of	  these	  
relationships	  have	  continued	  to	  other	  SCOOT	  iterations,	  while	  other	  relationships	  are	  
sustained	  on	  other	  projects.	  Again,	  this	  is	  a	  key	  incentive	  for	  participation.	  As	  the	  creator	  
of	  SCOOT,	  I	  had	  multiple	  opportunities	  to	  work	  with	  both	  peers	  and	  experts	  that	  I	  would	  
not	  normally	  have	  had	  the	  opportunity	  to	  meet	  and	  plan	  future	  collaborations	  with.	  As	  
Stock	  (2007)	  points	  out,	  ‘for	  the	  artists,	  the	  outcomes	  most	  valued	  beyond	  the	  final	  
performances	  were	  professional	  development,	  networking	  internationally	  and	  future	  
opportunities.’	  
− Create	  opportunities	  for	  others:	  SCOOT	  offers	  opportunities	  for	  other	  artists,	  curators,	  
event	  managers,	  marketeers	  and	  technicians	  to	  learn	  about	  their	  respective	  disciplines.	  
SCOOT	  also	  provided	  many	  emerging	  local	  designers	  with	  the	  opportunity	  to	  work	  with	  
experts	  and	  technologies	  not	  normally	  available	  to	  them.	  	  
	  
− For	  fun	  and	  fame:	  SCOOT	  attracted	  a	  great	  deal	  of	  public	  attention.	  There	  were	  always	  
radio	  and	  television	  interviews	  and	  print	  and	  internet	  magazine	  reviews.	  Some	  of	  the	  key	  
contributors	  were	  profiled	  in	  newspaper	  articles,	  television	  snippets	  and	  blog	  rants.	  This	  
instilled	  a	  sense	  of	  what	  I	  now	  call	  ‘developer’s	  pride’	  as	  illustrated	  in	  the	  images	  below.	  
	  
Collaborating	  developer,	  Simon	  Joslin,	  being	  photographed	  by	  the	  local	  MX	  magazine.	  An	  article	  in	  ‘The	  
Age’	  newspaper,	  naming	  SCOOT	  as	  the	  top	  activity	  available	  for	  school	  holidays.	  And	  a	  photo	  from	  Alex	  
Seel,	  who	  recorded	  his	  animation	  work	  on	  display	  on	  the	  Federation	  Square	  screens	  in	  2006.	  
10.9.3 Acknowledge Intersecting Practices 
To	  promote	  and	  sustain	  positive,	  creative,	  and	  innovative	  collaboration,	  it	  was	  critical	  for	  SCOOT	  
to	  appreciate	  individual	  practices	  (of	  makers	  and	  players)	  and	  to	  recognise	  how	  practices	  could	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intersect,	  merge	  and	  evolve.	  	  Part	  of	  this	  process	  was	  to	  communicate	  the	  value	  of	  each	  and	  
every	  individual	  to	  the	  whole	  group	  and	  provide	  environments,	  physical	  and	  virtual,	  in	  which	  the	  
group	  could	  interact.	  Developer	  forums	  were	  made	  available	  online	  for	  collaborators	  to	  request	  
support	  from	  each	  other	  and	  exchange	  techniques	  and	  media	  assets.	  
http://scootagency.com/community/crew/	  
10.9.4 Schedule Collaboration: Timing is critical! 
Members	  of	  the	  SCOOT	  ‘community’	  have	  various	  backgrounds,	  interests,	  expectations	  and	  roles	  
as	  participating	  members.	  How	  people	  engage	  with	  SCOOT	  is	  relevant	  to	  the	  time	  in	  which	  they	  
engage.	  As	  the	  project	  progresses,	  participants	  extend	  and	  change	  their	  roles	  as	  SCOOT	  requires.	  
For	  example,	  early	  in	  the	  life	  of	  a	  SCOOT	  iteration,	  the	  team	  was	  small	  and	  its	  members	  
contributed	  to	  the	  conceptual	  basis	  of	  the	  work	  and	  the	  formulation	  of	  design	  specifications	  for	  
production	  and	  installation.	  Midway	  through	  the	  process,	  members	  with	  specific	  production	  skills	  
joined	  the	  team	  and,	  even	  later,	  an	  electrical	  engineer	  and	  carpenter	  joined	  the	  team.	  Since	  
SCOOT	  works	  are	  experimental,	  it	  is	  often	  the	  case	  that	  members	  who	  develop	  media	  assets	  
remain	  involved	  with	  the	  carpentry	  contractors	  who	  model	  the	  green	  wooden	  containers	  of	  the	  
SCOOT	  installations.	  	  
Involving	  collaborators	  at	  critical	  times	  rather	  than	  all	  being	  involved	  from	  the	  beginning,	  as	  
literature	  on	  Participatory	  Design	  suggests,	  means	  the	  director	  can	  control	  the	  budget	  and	  the	  
succession	  of	  works	  produced	  that	  are	  dependent	  on	  the	  completion	  of	  another	  work.	  
10.9.5 Provide Formal and Informal Opportunities for Collaboration 
At	  the	  commencement	  of	  a	  new	  design	  iteration	  I	  sent	  out	  invitations	  to	  student	  designers	  and	  
recent	  graduates	  to	  participate	  in	  the	  next	  SCOOT	  Event.	  Once	  an	  initial	  group	  of	  collaborators	  
are	  selected,	  I	  arrange	  a	  series	  of	  workshops	  to	  articulate	  the	  project	  objectives	  and	  values	  and	  to	  
distribute	  various	  templates	  to	  guide	  the	  developers	  in	  the	  proposal,	  and	  the	  reporting	  and	  
evaluation	  of	  their	  contributions.	  Although	  these	  workshops	  are	  very	  social,	  they	  serve	  as	  formal	  
occasions	  that	  serve	  the	  progress	  of	  the	  project.	  Project	  workshops	  provide	  three	  main	  functions,	  
to:	  
− Maintain	  the	  SCOOT	  aesthetic:	  Every	  single	  component	  of	  SCOOT	  is	  an	  opportunity	  to	  
add	  to	  the	  experience	  of	  SCOOT.	  It	  is	  essential	  to	  maintain	  how	  SCOOT	  looks,	  feels,	  acts,	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sounds,	  etc.	  SCOOT’s	  value	  is	  in	  its	  ability	  to	  consistently	  tell	  a	  story.	  Some	  contributors	  
may	  be	  tempted	  to	  stray	  from	  the	  SCOOT	  story	  to	  express	  something	  personal	  about	  
their	  ideas,	  skills	  or	  lifestyle.	  	  However,	  the	  success	  of	  SCOOT	  depends	  on	  the	  ability	  of	  all	  
its	  participants	  to	  contribute	  to	  the	  narrative	  aesthetically	  and	  technically.	  
− Maintain	  project	  momentum:	  There	  are	  mini-­‐deadlines	  for	  presenting	  progress	  reports	  
and	  getting	  feedback	  and	  assistance	  from	  other	  collaborators.	  	  
− Generate	  goodwill:	  The	  mere	  fact	  that	  we	  are	  creating	  unique	  experiences	  together	  is	  
very	  rewarding.	  The	  workshops	  are	  a	  special	  time	  for	  feeling	  part	  of	  a	  larger	  undertaking	  
supported	  by	  each	  other	  and	  by	  significant	  organisations,	  and	  eventually	  played	  by	  the	  
public.	  
As	  illustrated	  in	  the	  images	  above,	  the	  format	  of	  the	  workshops	  changed	  depending	  on	  the	  stage	  
of	  production	  the	  project	  was	  at.	  Initial	  workshops	  were	  open	  discussions,	  later	  they	  were	  
prototype	  presentations	  and	  then,	  finally,	  installation	  and	  testing	  workshops.	  	  
The	  digital	  exegesis	  presents	  detailed	  accounts	  of	  these	  workshops.	  
http://scootagency.com/community/workshop/	  	  
Other considerations for managing workshops and communication are: 
1. When	  they	  occur	  is	  also	  important.	  They	  should	  not	  interrupt	  work	  in	  progress	  until	  
feedback	  is	  useful	  to	  the	  collaborators.	  SCOOT	  found	  that	  scheduling	  workshops	  at	  the	  
	  
151	  
end	  of	  a	  scheduled	  phase	  and	  the	  start	  of	  the	  next	  phase	  was	  the	  most	  effective	  as	  a	  
reviewing	  process.	  
2. As	  important,	  are	  the	  resources	  (template	  documents)	  made	  available	  before	  a	  
workshop	  (for	  preparing	  reports),	  during	  workshops	  (to	  record	  feedback)	  and	  post	  
workshop	  (for	  progressing).	  
3. Channels	  and	  methods	  for	  communicating	  between	  workshops	  are	  also	  critical.	  As	  the	  
lead	  designer	  it	  was	  necessary	  to	  identify	  individuals’	  natural	  communication	  channels	  to	  
ensure	  frequent	  and	  effective	  communication;	  to	  identify	  if	  a	  crew	  member	  responds	  
better	  to	  ‘chat’	  services	  than	  email,	  for	  example.	  There	  should	  always	  be	  a	  central	  person	  
or	  place	  for	  exchange	  of	  ideas	  and	  project	  resources.	  For	  SCOOT,	  an	  online	  discussion	  
forum	  (see	  image	  below)	  was	  set	  up	  as	  the	  key	  community	  interface.	  The	  first	  topic	  was	  
“the	  best	  way	  to	  catch	  me	  if	  you	  need	  me”,	  which	  each	  member	  responded	  to.	  Then	  
members	  could	  request	  assistance	  from	  each	  other	  and	  I	  could	  successfully	  review	  and	  
coordinate	  progress	  of	  the	  project	  and	  individuals.	  




10.9.6 Provide Collaboration Resources 
Across	  multiple	  iterations	  of	  SCOOT,	  I	  was	  able	  to	  identify	  the	  resources	  that	  either	  aided	  or	  
hindered	  collaboration.	  	  
	  
The	  four	  images	  above	  show:	  	  
The	  site	  analysis	  template:	  I	  developed	  forms	  that	  outlined	  all	  of	  the	  key	  things	  to	  look	  for	  in	  a	  
site	  for	  a	  potential	  game	  interaction.	  It	  asked	  collaborators	  to	  collect	  notes	  on	  a	  specific	  
landmark,	  display	  or	  occurrence,	  detailing	  the	  technologies,	  materials	  and	  interfaces	  in	  the	  site.	  It	  
also	  asked	  for	  initial	  ideas	  for	  a	  suggested	  game	  challenge	  and	  how	  it	  might	  relate	  to	  the	  SCOOT	  
narrative,	  and	  further	  research	  to	  follow	  up.	  	  
Node	  Candidate	  Template:	  Once	  all	  the	  site	  analysis	  templates	  were	  selected,	  based	  on	  their	  
potential	  contribution	  to	  the	  game,	  they	  became	  candidate	  nodes.	  These	  node	  templates	  were	  
used	  to	  collect	  more	  details	  on	  each	  of	  the	  nodes.	  Often	  I	  would	  have	  a	  number	  of	  contributors,	  
both	  on	  the	  SCOOT	  team	  and	  on	  staff,	  at	  the	  sites	  working	  on	  each	  node	  to	  source	  technical,	  
social	  and	  historic	  details	  pertinent	  to	  a	  SCOOT	  Event.	  
Node	  Map:	  This	  indicated	  where	  each	  candidate	  node	  was	  situated	  in	  order	  to	  design	  a	  node	  
path	  that	  a	  player	  might	  follow	  through	  the	  site	  to	  seek	  out	  clues	  and	  complete	  challenges.	  This	  is	  
an	  essential	  collaborative	  device	  that	  is	  shared	  between	  myself,	  the	  site	  administrators,	  the	  
developers	  involved	  with	  the	  production	  of	  connected	  nodes	  and	  the	  SMS	  system	  programmer,	  
so	  he	  can	  understand	  where	  the	  players	  will	  be	  receiving	  SMS	  clues	  and	  finding	  solves.	  This	  was	  
critical	  for	  both	  the	  collaborative	  development	  of	  nodes,	  but	  also	  for	  troubleshooting	  during	  the	  
event,	  to	  support	  players.	  
Game	  Path	  Script:	  This	  listed	  all	  of	  the	  nodes	  according	  to	  their	  proximity	  on	  the	  node	  map.	  Each	  
node	  now	  contributed	  to	  a	  script	  by	  being	  assigned	  SMS	  puzzle	  scripts.	  These	  are	  the	  messages	  
sent	  to	  the	  players	  to	  lead	  them	  to	  a	  node,	  the	  SMS	  they	  are	  to	  send	  back	  once	  they	  have	  
completed	  the	  challenge,	  and	  possible	  SMS	  hints	  to	  be	  sent	  if	  they	  get	  the	  solution	  (‘solve’)	  
incorrect.	  The	  SCOOT	  SMS	  engine	  receives	  all	  of	  these	  ‘solve’	  SMSs	  from	  the	  players	  and	  
processes	  them	  according	  to	  a	  custom	  SCOOT	  application.	  This	  system	  then	  automatically	  sends	  
the	  player	  a	  ‘hint’	  SMS	  or	  the	  next	  node	  ‘clue’	  SMS.	  These	  scripts	  also	  contain	  any	  content	  and/or	  
media	  scripts	  for	  each	  node.	  For	  example,	  if	  a	  node	  was	  a	  plasma	  screen,	  I	  would	  script	  and	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storyboard	  a	  SCOOT	  animation	  to	  be	  created	  for	  display	  that	  contains	  clues	  for	  the	  players.	  These	  
scripts	  are	  given	  to	  the	  collaborators	  involved	  in	  the	  production	  of	  the	  node.	  In	  the	  case	  of	  the	  
SCOOT	  animation,	  the	  script	  goes	  to	  the	  animator,	  the	  voiceover	  recordist	  and	  the	  SMS	  system	  
programmer.	  Each	  collaborator,	  therefore,	  knows	  what	  each	  contributor	  is	  creating	  for	  that	  node	  
and	  for	  other	  nodes.	  This	  gives	  them	  a	  detailed	  insight	  into	  the	  role	  their	  work	  is	  playing	  in	  the	  
overall	  game	  script	  of	  the	  eventual	  event.	  
	  
Next… 
The	  next	  section	  presents	  how	  the	  various	  collaborative	  processes	  and	  resources	  were	  re-­‐
appropriated	  to	  create	  a	  number	  of	  descendent	  projects.	  These	  projects	  extend	  the	  SCOOT	  
project	  and	  form	  part	  of	  the	  overall	  practice	  derived	  from	  this	  doctoral	  study.	  They	  also	  evidence	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11 THE FULL CIRCLE OF PRACTICE 
I	  expressed	  the	  view	  in	  my	  introduction	  to	  this	  exegesis	  that	  it	  was	  my	  aspiration	  to	  be	  a	  Dungeon	  
Master	  (DM),	  the	  creator	  of	  a	  story	  being	  told,	  architect	  of	  an	  unknown	  world	  and	  creator	  of	  
creatures.	  With	  the	  project,	  SCOOT,	  I	  achieved	  this	  with	  great	  satisfaction.	  However,	  the	  main	  
attraction	  to	  the	  DM	  experience	  is	  related	  to	  the	  fact	  that	  the	  participants	  are	  free	  to	  construct	  
and	  play	  their	  own	  narrative	  creations	  based	  on	  a	  framework	  that	  is	  presented	  in	  a	  series	  of	  
manuals	  and	  handbooks	  outlining	  possible	  game	  worlds,	  game	  structures	  and	  game	  rules.	  Using	  
these	  schemas	  as	  a	  guide,	  the	  actual	  details	  of	  a	  groups	  D&D	  adventure,	  narrative,	  character	  
development	  and	  environments	  are	  left	  for	  the	  participants	  to	  modify	  based	  on	  their	  collective	  
interests	  in	  the	  myths	  and	  legends	  involved.	  
On	  completion	  of	  the	  first	  SCOOT	  iteration	  it	  became	  apparent	  that	  the	  collaborative	  processes	  
and	  resources	  developed	  to	  make	  SCOOT	  could	  be	  re-­‐engineered	  to	  create	  a	  new	  tool.	  This	  new	  
tool	  would	  have	  the	  potential	  to	  give	  the	  players	  an	  opportunity	  to	  make	  their	  own	  versions	  of	  a	  
SCOOT	  Event	  as	  a	  Dungeon	  Master	  of	  their	  own	  narrative	  worlds.	  I	  determined	  that	  a	  
combination	  of	  the	  site	  analysis	  templates	  and	  scripts	  with	  the	  new	  SCOOT	  SMS	  engine	  could	  be	  
developed	  as	  an	  online	  application.	  As	  such,	  in	  between	  SCOOT	  LBG	  events,	  I	  dedicated	  myself	  to	  
the	  refinement	  of	  the	  collaborative	  resources	  for	  creating	  a	  new	  tool	  starting	  with	  a	  series	  of	  
events	  called	  SCOOT	  Camp.	  	  
11.1 SCOOT Camp 
Importantly,	  SCOOT	  is	  considered	  a	  demonstration	  event	  for	  revealing	  the	  potential	  for	  
imaginative	  mobile	  phone	  use	  and	  for	  framing	  place	  as	  a	  source	  for	  creative	  content	  creation.	  	  
The	  experience	  of	  playing	  the	  game	  allows	  people	  to	  view	  place	  and	  mobile	  phones	  as	  inventory	  
in	  their	  creative	  life.	  However,	  a	  recurring	  question	  for	  this	  practice	  was	  how	  to	  take	  this	  
realisation	  and	  newfound	  agency	  derived	  from	  playing	  SCOOT	  and	  converts	  it	  into	  a	  creative	  
practice	  that	  the	  players	  can	  adopt	  and	  adapt	  for	  their	  own	  creative	  expression.	  In	  section	  
2/3.2.2,	  I	  introduced	  ‘The	  10%	  Rule’,	  described	  as	  ‘the	  likelihood	  that	  any	  player	  of	  a	  learning	  
game	  learns	  only	  10%	  of	  the	  collective	  knowledge	  required	  to	  make	  the	  game’	  (Polson	  &	  Morgan	  
2010).	  Subsequently,	  it	  became	  a	  priority	  of	  this	  study	  to	  increase	  the	  potential	  for	  knowledge	  
transfer	  and	  creative	  agency	  by	  developing	  a	  tool	  that	  placed	  the	  processes	  and	  technologies	  for	  
LBG	  making	  in	  the	  hands	  of	  the	  players.	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SCOOT	  Camp	  is	  an	  important	  extension	  of	  this	  practice’s	  commitment	  to	  create	  transformative	  
experiences.	  By	  making	  such	  a	  tool	  available,	  not	  only	  is	  place	  transformed	  into	  a	  stage	  of	  play,	  
but	  the	  players	  are	  also	  transformed	  from	  players	  to	  makers	  of	  games	  in	  place.	  	  Through	  SCOOT	  
Camp,	  players	  are	  given	  simple	  processes	  for	  analysing	  their	  location	  as	  a	  game	  world	  and	  then	  
are	  shown	  how	  to	  synthesise	  this	  information	  into	  a	  playful	  located	  mobile	  experience	  using	  the	  
most	  basic	  web	  interfaces.	  These	  interfaces	  are	  supported	  by	  a	  complex	  database	  and	  custom	  
scripts	  (a	  copy	  of	  the	  original	  ‘SCOOT	  Engine’)	  that	  distributes,	  receives	  and	  processes	  mobile	  
game	  content	  between	  players	  and	  the	  game.	  With	  the	  SCOOT	  Camp	  web	  interfaces,	  users	  
simply	  enter	  a	  series	  of	  SMS	  clues	  and	  solves	  into	  their	  very	  own	  game	  database	  and,	  
abracadabra,	  they	  have	  designed	  an	  sms	  mobile	  game	  that	  is	  instantly	  available	  to	  friends	  and	  
family	  (set	  as	  private)	  or	  for	  anyone	  (set	  as	  public).	  The	  SCOOT	  Camp	  tool	  is	  both	  a	  synthesis	  and	  
extension	  of	  the	  intelligence	  produced	  to	  design	  the	  SCOOT	  LBG	  events.	  The	  processes	  and	  
resources	  designed	  to	  produce	  a	  SCOOT	  Event	  were	  reconfigured	  and	  refined	  to	  make	  the	  
hosting	  of	  an	  LBG	  event	  readily	  available	  to	  others	  through	  these	  new	  simple	  web	  interfaces.	  	  
To	  test	  SCOOT	  Camp,	  I	  held	  a	  number	  of	  workshops	  with	  various	  groups	  interested	  in	  creating	  
mobile	  games	  for	  a	  variety	  of	  reasons.	  The	  first	  workshop	  was	  help	  in	  Newcastle	  in	  2005	  (see	  
next	  set	  of	  images).	  Participants	  were	  shown	  how	  to	  map	  game	  paths	  and	  assign	  nodes	  
throughout	  the	  local	  area.	  They	  then	  formulate	  a	  narrative	  into	  a	  series	  of	  short	  stories	  and	  
orientation	  clues	  that	  are	  entered	  into	  the	  ordered	  web	  forms	  to	  create	  an	  SMS	  game	  path.	  
Other	  participants	  are	  then	  invited	  to	  sms	  a	  ‘start	  code’	  (automatically	  generated	  for	  each	  saved	  
game	  path)	  to	  the	  SCOOT	  Camp	  mobile	  number	  to	  instantly	  play	  each	  other’s	  LBGs	  in	  the	  streets	  
of	  Newcastle.	  The	  success	  of	  these	  workshops	  evidenced	  that	  anybody	  can	  become	  creators	  of	  
their	  own	  LBG	  events,	  broadening	  their	  access	  to	  creative	  production	  with	  mobile	  phones.	  	  
	  
Krystal	  and	  Madeleine	  discussing	  game	  ideas	  over	  a	  
map	  of	  Newcastle	  during	  the	  2004	  SCOOT	  Camp	  
workshop	  in	  Newcastle,	  NSW,	  Australia.	  	  
	  
After	  walking	  around	  the	  nearby	  area,	  Krystal	  and	  




Another	  group	  of	  workshop	  participants	  arranging	  
collected	  site	  images,	  historical	  notes	  and	  script	  ideas	  
using	  the	  SCOOT	  ‘Node	  Templates’.	  The	  ‘Node	  
Templates’	  help	  the	  participants	  to	  synthesise	  and	  
arrange	  content	  in	  a	  form	  ready	  for	  mobile	  distribution.	  	  
	  
The	  above	  set	  of	  SCOOT	  	  ‘Node	  Templates’	  were	  completed	  
by	  another	  workshop	  participant,	  Malcolm	  (from	  Darwin),	  
who	  designed	  an	  LBG	  event	  that	  took	  players	  on	  a	  quest	  to	  
discover	  local	  street	  art.	  
	  
	  	  
Above	  is	  a	  screen	  grab	  of	  the	  first	  version	  of	  SCOOT	  
Camp	  ‘Create	  a	  Puzzle’	  web	  interface	  used	  during	  the	  
Newcastle	  workshop	  in	  2004.	  	  	   	  
A	  screen	  grab	  of	  a	  later	  version	  of	  the	  SCOOT	  
Camp	  web	  Interface,	  refined	  through	  testing	  with	  
various	  participants	  between	  2004	  and	  2005.	  
This	  version	  was	  tested	  during	  the	  2005	  Valley	  










SCOOT	  Camp	  became	  a	  very	  significant	  outcome	  of	  this	  practice,	  inspiring	  two	  new	  projects	  
funded	  by	  the	  Australasian	  CRC	  for	  Interaction	  Design.	  I	  received	  a	  research	  fellowship	  to	  pursue	  
these	  two	  projects,	  namely,	  Cipher	  Cities	  and	  MiLK,	  while	  I	  continued	  to	  work	  on	  SCOOT	  to	  
further	  refine	  these	  processes.	  	  	  
More	  details:	  http://scootagency.com/events/2005-­‐camp/	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11.2 Cipher Cities. Extending the Capacity of SCOOT LBG Tools. 
The	  Cipher	  Cities	  project	  demonstrates	  the	  most	  refined	  and	  sophisticated	  version	  of	  the	  original	  
SCOOT	  Engine	  and	  eventually	  superseded	  the	  SCOOT	  Camp	  project.	  Cipher	  Cities	  was	  developed	  
in	  collaboration	  with	  the	  original	  SCOOT	  LBG	  database	  programmer,	  Yang	  Wong	  and	  
communications	  server	  programmer,	  David	  Wallace.	  Yang	  and	  Dave’s	  first	  encounter	  with	  SCOOT	  
was	  as	  players	  of	  the	  2004	  SCOOT	  Event	  in	  Brisbane	  while	  they	  were	  still	  students	  at	  the	  
Queensland	  University	  of	  Queensland	  (first	  SCOOT	  location).	  	  After	  graduating,	  both	  Yang	  and	  
David	  were	  contracted	  to	  work	  on	  all	  of	  the	  SCOOT	  LBG	  events	  from	  2005	  to	  2008	  and	  therefore	  
they	  became	  very	  familiar	  with	  the	  original	  SCOOT	  Engine.	  Importantly,	  they	  also	  both	  travelled	  
to	  Melbourne	  to	  observe	  and	  support	  SCOOT	  players	  during	  the	  2005	  and	  2006	  events.	  By	  
involving	  them	  in	  many	  aspects	  of	  the	  SCOOT	  design	  and	  development	  process,	  they	  began	  to	  
understand,	  in	  detail,	  the	  critical	  interactions	  SCOOT	  players	  had	  with	  the	  game	  system	  and	  
interfaces.	  	  
Essentially,	  Cipher	  Cities	  is	  a	  web-­‐based	  authoring	  tool	  that	  allows	  anybody,	  anywhere,	  to	  create,	  
share	  and	  play	  location-­‐based	  games.	  	  At	  its	  core,	  Cipher	  Cities	  is	  an	  LBG	  game	  builder,	  with	  a	  
sophisticated	  social	  networking	  and	  content	  distribution	  system	  scaffolded	  around	  it	  to	  
encourage	  content	  creation,	  drawing	  on	  this	  study’s	  findings	  discussed	  in	  section	  3/6.3.5.	  Cipher	  
Cities	  invites	  people	  to	  see	  their	  environment	  as	  a	  muse,	  inspiring	  opportunities	  for	  game	  design	  
and	  gameplay.	  	  
The	  interface	  design	  was	  resolved	  after	  many	  iterations	  of	  development	  and	  testing	  with	  various	  
groups.	  I	  presented	  some	  initial	  findings	  at	  the	  2007	  Mobility	  Conference	  in	  Singapore:	  	  
Importantly	  for	  us	  we	  had	  to	  consider	  how	  we	  would	  design	  a	  UI	  [user	  interface]	  that	  
would	  offer	  tools	  to	  facilitate	  content	  creation	  and	  opportunities	  for	  sharing	  and	  
distributing	  content	  throughout	  the	  community	  network.	  	  Consequently	  we	  had	  to	  
consider	  how	  people	  would	  access	  each	  other’s	  games,	  and	  invite	  players	  to	  their	  
game	  events	  (Polson	  and	  Huang	  2007,	  2).	  
The	  interfaces	  of	  Cipher	  Cities	  took	  some	  time	  to	  resolve,	  as	  the	  system	  is	  very	  complex	  with	  
many	  capabilities	  for	  mobile	  content	  making,	  processing	  and	  distribution.	  However,	  this	  system	  
needed	  to	  be	  presented	  to	  the	  potential	  users	  as	  simply	  as	  possible	  to	  encourage	  interaction	  with	  
minimal	  concepts	  and	  skills	  to	  overcome.	  	  
This	  study	  has	  involved	  the	  creation	  of	  multiple	  various	  digital	  interfaces,	  and	  one	  of	  the	  most	  
significant	  findings	  is	  that	  an	  interface	  must	  work	  on	  many	  temporal	  and	  intellectual	  levels.	  At	  
first	  glance	  of	  a	  new	  interface,	  a	  user	  should	  readily	  understand	  what	  the	  project	  is	  about	  and	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how	  to	  engage.	  Once	  this	  is	  understood,	  the	  next	  job	  of	  the	  interface	  is	  to	  provide	  steps	  to	  
engage	  by	  generating	  more	  interest	  in	  the	  various	  options	  on	  offer	  by	  the	  system.	  Inspiring	  
investment	  from	  casual	  use	  to	  dedicated	  contributor	  is	  critical	  for	  the	  success	  of	  a	  web	  tool	  such	  
as	  Cipher	  Cities	  (as	  discussed	  in	  section	  4/8.4.2).	  The	  explicit	  style	  and	  tone	  of	  the	  aesthetic	  
components	  are	  also	  critical	  for	  communicating	  intent	  and	  encouraging	  engagement.	  Apart	  from	  
applying	  expert	  aesthetic	  and	  technical	  knowledge	  gained	  throughout	  this	  study,	  a	  process	  of	  
trial	  and	  error	  was	  employed	  to	  achieve	  such	  an	  impact.	  The	  next	  image	  is	  of	  the	  Cipher	  Cities	  
main	  page	  that	  demonstrates	  the	  main	  activities	  offered	  by	  the	  system,	  designed	  to	  enable	  and	  
encourage	  users	  to	  play,	  build	  and	  share	  LBGs.	  
	  
A	  screen	  image	  of	  the	  original	  Cipher	  Cities	  main	  page	  (2008	  version).	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11.2.1 The Cipher Cities Web Tool 
To	  support	  content	  creation,	  a	  new	  custom	  game	  building	  tool	  was	  designed,	  tested	  and	  refined.	  
As	  with	  the	  original	  SCOOT	  Camp	  project,	  this	  game	  building	  tool	  had	  to	  be	  simple	  and	  easy	  to	  
use	  whilst	  still	  allowing	  for	  the	  creation	  of	  complex	  and	  dynamic	  games,	  a	  tool	  that	  balances	  
“simplicity,	  access	  and	  power”	  (Sangwan	  2005).	  As	  such	  the	  design	  of	  this	  building	  tool	  is	  
explicitly	  anchored	  in	  traditional	  storyboarding	  techniques,	  allowing	  builders	  to	  logically	  progress	  
through	  the	  design	  process.	  	  
	  
	  
Cipher	  Cities	  desktop	  and	  
mobile	  web	  interfaces	  (2008	  
version).	  	  
	  
Above	  right	  is	  a	  screen	  image	  of	  the	  first	  step	  of	  five	  in	  the	  ‘Build	  a	  Game’	  section	  of	  the	  Cipher	  
Cities	  web	  tool	  (2008	  version)	  where	  users	  get	  to	  give	  their	  LBG	  a	  Title,	  Description,	  Image	  and	  
Location.	  Once	  the	  user	  saves	  this	  LBG	  and	  selects	  it	  to	  be	  made	  public,	  a	  ‘Game	  Poster’	  is	  
automatically	  generated	  and	  an	  announcement	  appears	  on	  the	  Cipher	  Cities	  Main	  Page,	  linking	  
other	  users	  to	  the	  poster.	  The	  screen	  image	  on	  the	  left	  is	  the	  mobile	  version	  of	  the	  ‘Build	  a	  Game’	  
interfaces.	  The	  mobile	  version	  allows	  users	  to	  draft	  and	  save	  LBGs	  while	  on	  location.	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Step	  2,	  asks	  the	  user	  to	  consider	  if	  there	  are	  any	  specific	  ‘rules’	  to	  their	  LBG	  and	  Step	  3	  is	  the	  
critical	  ‘design’	  interface	  that	  guides	  users	  through	  the	  process	  of	  selecting	  and	  writing	  a	  
challenge	  (sms	  clue)	  for	  up	  to	  10	  checkpoints.	  For	  each	  of	  these	  checkpoints	  the	  user	  enters	  a	  
checkpoint	  title,	  a	  question	  to	  guide	  players	  through	  the	  checkpoints	  and	  up	  to	  five	  hints	  in	  case	  
players	  require	  additional	  guidance.	  	  
	  Once	  users	  have	  designed	  their	  game	  they	  are	  able	  to	  review	  it	  with	  a	  mock	  up	  mobile	  phone	  
interface	  to	  ensure	  its	  playability.	  	  Not	  only	  does	  this	  step	  in	  building	  a	  game	  prevent	  users	  from	  
publishing	  unplayable	  games,	  it	  also	  supports	  self-­‐reflection,	  resulting	  in	  a	  higher	  quality	  of	  
games	  published.	  	  	  
	  
A	  screen	  image	  of	  a	  game	  poster	  created	  by	  Cipher	  Cities	  member,	  Tom	  Killen.	  Tom	  designed	  a	  Zombie	  
LBG	  for	  the	  neighbourhood	  known	  as	  ‘The	  Valley’	  in	  Brisbane.	  This	  screen	  image	  also	  shows	  messages,	  
images	  and	  ratings	  by	  other	  Cipher	  Cities	  members	  who	  completed	  in	  Tom’s	  LBG.	  
Cipher	  Cities	  games	  can	  be	  created	  to	  suit	  a	  wide	  range	  of	  game	  types,	  from	  simple	  orientation	  
games	  to	  narrative	  rich	  investigative	  and	  code-­‐breaking challenges.	  	  Every	  game	  is	  instantly	  
accessible	  on	  basic	  sms	  or	  web	  enabled	  mobile	  devices,	  to	  be	  played	  exclusively	  by	  a	  group	  of	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friends	  or openly	  available	  for	  anyone,	  anywhere,	  to	  access,	  depending	  on	  the	  game	  designers	  
wishes.	  	  
11.2.2 The Cipher Cities System as Data Analysis Tool 
In	  2006,	  the	  first	  iteration	  of	  the	  Cipher	  Cities	  system	  was	  tested	  during	  the	  largest	  of	  the	  SCOOT	  
Events	  hosted	  in	  Melbourne	  on	  the	  16th,	  17th	  and	  18th	  of	  September	  across	  six	  different	  museum	  
locations.	  This	  put	  the	  system	  under	  considerable	  pressure	  with	  large	  numbers	  of	  players	  sending	  
SMS	  content	  for	  distribution	  through	  the	  Cipher	  Cities	  database.	  All	  Cipher	  Cities	  SMS	  content	  
was	  then	  processed	  through	  the	  SCOOT	  game	  system	  (custom	  made	  for	  each	  event)	  to	  generate	  
more	  complex	  play	  data,	  such	  as	  player	  scores,	  and	  report	  progress	  into	  the	  SCOOT	  Virtual	  World	  
as	  indicated	  in	  the	  diagram	  below.	  
	  
This	  diagram	  illustrates	  the	  Cipher	  Cities	  system	  worked	  with	  very	  other	  SCOOT	  Event	  components.	  
11.3  Collecting Participant Data. 
For	  the	  2006	  Event,	  I	  was	  able	  to	  use	  the	  new	  Cipher	  Cities	  system	  to	  collect	  data	  and	  process	  
reports	  on	  player	  activity.	  This	  data	  was	  critical	  for	  improving	  the	  SCOOT	  experience	  both	  in	  real	  
time	  (during	  the	  event)	  and	  later	  as	  a	  reflective	  device	  for	  more	  significant	  design	  improvements.	  	  
A	  significant	  set	  of	  data	  that	  allowed	  real	  time	  response	  during	  the	  SCOOT	  Event	  was	  the	  
statistics	  on	  how	  long	  it	  took	  groups	  (1	  to	  6	  players)	  to	  complete,	  each	  site,	  each	  day.	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Day ACMI AC SLV MM 
16th 122	  /	  80	  /	  210 53	  /	  40	  /	  90 71	  /	  40	  /	  100 112	  /	  50	  /	  180 
17th 100	  /	  50	  /	  150 66	  /	  25	  /	  110 58	  /	  40	  /	  70 61	  /	  30	  /	  100 
18th 54	  /	  40	  /	  110 48	  /	  25	  /	  90 50	  /	  30	  /	  80 63	  /	  30	  /	  120 
The	  above	  table	  shows	  how	  long	  (average	  /	  minimum	  /	  maximum	  )	  it	  took	  groups	  of	  SCOOT	  
players	  to	  complete	  four	  of	  the	  six	  location	  missions	  during	  the	  2006	  SCOOT	  Event.	  Each	  location	  
mission	  was	  designed	  to	  take	  between	  forty	  and	  sixty	  minutes	  depending	  on	  the	  size	  of	  the	  site	  
and	  the	  difficulty	  of	  the	  SCOOT	  challenges	  installed	  there.	  On the final day of play, the fifth 
mission location at the NGV was removed from the event thus significantly reducing the 
completion	  time.	  The	  NGV	  missions	  depended	  largely	  on	  the	  display	  of	  character	  animations	  that	  
gave	  vital	  clues	  to	  the	  players.	  These	  animations	  were	  to	  be	  displayed	  on	  the	  large	  screens	  
throughout	  the	  NGV	  on	  a	  continuous	  loop,	  as	  originally	  agreed	  upon	  with	  the	  NGV	  management	  
staff.	  But	  it	  was	  not	  until	  the	  event	  commenced	  on	  the	  16th	  that	  I	  realised	  that	  the	  animations	  
were	  now	  being	  displayed	  only	  intermittently,	  mixed	  in	  with	  other	  video	  content	  and	  
advertisements.	  This	  made	  it	  confusing	  for	  the	  players	  who	  were	  looking	  for	  the	  animated	  clues,	  
hence	  slowing	  them	  down	  and	  discouraging them to continue. Also, I was able to remove 
one puzzle at the SLV on the 17th and 18th that was also identified as causing some 
confusion. Most issues were resolved by the middle of the 17th and all resolved by the 
start of the 18th.  
By talking to many of the player groups at the end of each location mission, I was able to 
ascertain that many had stopped during some missions to look at other museum displays 
or to visit the cafes. This accounted for some of the longer play times. In some cases, 
groups had run out of credit on their mobile phones, which explained why some player 
groups had not completed the location missions at all.  
	   Started	   Completed	   Percentage	  
 
Australian Centre for the Moving Image (ACMI)	  
16th	   35	   19	   56%	  
17th	   44	   35	   74%	  
18th	   44	   38	   83%	  
Total	   123	   92	   72%	  
 
The Arts Centre (AC)	  
16th	   14	   10	   71%	  
17th	   24	   19	   79%	  
18th	   27	   21	   78%	  




State Library of Victoria (SLV)	  
16th	   14	   13	   93%	  
17th	   10	   9	   90%	  
18th	   25	   19	   76%	  
Total	   49	   41	   84%	  
 
Melbourne Museum (MM)	  
16th	   10	   8	   80%	  
17th	   19	   13	   68%	  
18th	   19	   19	   100%	  
Total	   48	   40	   83%	  
The	  table	  above	  shows	  how	  many	  groups	  (1	  to	  6	  players)	  started	  and	  completed	  a	  SCOOT	  
location	  mission.	  For	  the	  weeks	  after	  the	  2006	  SCOOT	  Event,	  I	  was	  able	  to	  meet	  with	  the	  many	  
volunteers	  (SCOOT	  crew	  and	  staff	  of	  collaborating	  organisations)	  that	  observed	  and	  assisted	  the	  
SCOOT	  players	  during	  the	  event	  to	  discuss	  any	  problems	  encountered	  and	  any	  particular	  stories	  
of	  successful	  moments.	  The	  timing	  of	  such	  activities	  were	  compared	  to	  the	  data	  collected	  in	  the	  
system	  to	  better	  understand	  what	  kinds	  of	  technical,	  physical	  or	  social	  factors	  impeded	  or	  
encouraged	  interaction	  and	  how	  to	  potentially	  improve	  the	  SCOOT	  system	  and	  experience.	  
According	  to	  the	  data	  in	  this	  table	  above,	  the	  percentage	  of	  players	  that	  completed	  SCOOT	  
missions	  in	  2006	  (approximate	  average	  of	  80%)	  had	  greatly	  improved	  compared	  to	  only	  35%	  of	  
player	  completion	  in	  2004.	  This	  continued	  to	  improve	  with	  each	  SCOOT	  Event,	  evidencing	  that	  
the	  methods	  I	  had	  undertaken	  for	  critical	  reflection	  was	  having	  a	  very	  positive	  impact	  on	  the	  
refinement	  of	  the	  development	  processes,	  and	  the	  subsequent	  design	  and	  delivery,	  of	  the	  
various	  design	  artefacts	  involved	  in	  the	  SCOOT	  Events.	  
Refer	  to	  the	  digital	  exegesis	  for	  a	  more	  detailed	  discussion	  on	  Cipher	  Cities:	  
http://scootagency.com/works/related/cipher-­‐cities/	  	  
Although	  Cipher	  Cities	  is	  an	  extension	  of	  the	  SCOOT	  Camp	  project	  it	  is	  a	  completely	  different	  set	  
of	  designed	  interfaces	  linking	  to	  the	  SMS	  system.	  This	  is	  to	  accommodate	  the	  different	  kinds	  of	  
interactions	  and	  access	  afforded	  to	  the	  general	  public.	  However,	  there	  was	  a	  growing	  interest	  in	  
the	  Cipher	  Cities	  tool	  to	  be	  used	  in	  schools.	  The	  school	  environments	  required	  a	  custom	  interface	  
that	  could	  only	  be	  accessed	  by	  students	  and	  teachers,	  not	  available	  to	  public.	  Schools	  also	  
required	  an	  appropriate	  use	  of	  terms	  and	  language	  in	  keeping	  with	  the	  learning	  objectives	  and	  
younger	  users.	  Subsequently,	  further	  funding	  was	  granted	  by	  ACID	  to	  develop	  a	  new	  version	  of	  
the	  SCOOT	  system	  for	  specific	  use	  in	  schools,	  namely	  Milk,	  the	  Mobile	  Learning	  Kit.	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11.4 Milk. The Mobile Learning Kit 
The	  MiLK	  project	  was	  an	  opportunity	  to	  harness	  the	  SCOOT	  work	  into	  a	  series	  of	  on-­‐line	  
interfaces	  that	  enabled	  students	  to	  collaborate	  to	  make	  their	  own	  SCOOT	  SMS	  games	  as	  part	  of	  
their	  school	  activities.	  Students	  have	  used	  Milk	  to	  create	  location-­‐based	  games	  in	  various	  
environments	  such	  as	  schools,	  museums	  and	  parks,	  for	  various	  subject	  matters	  such	  as	  art,	  
science,	  geography	  and	  history.	  This	  was	  an	  important	  transference	  of	  the	  SCOOT	  learning	  and	  
design	  processes,	  re-­‐articulated	  for	  student	  groups.	  They	  could	  use	  the	  exact	  same	  processes	  I	  
used	  to	  analyse	  a	  site,	  research	  narratives	  and	  design	  games	  in	  the	  context	  of	  other	  learning	  
environments.	  
Above	  are	  two	  representative	  interfaces	  of	  the	  MiLK	  online	  authoring	  tool.	  The	  screen	  image	  on	  the	  right	  is	  of	  
the	  Build	  Tool	  interface	  and	  on	  the	  left	  is	  a	  screen	  image	  of	  the	  Review	  Game	  interface.	  
http://scootagency.com/works/related/milk/	  
MiLK	  has	  multiple	  components	  that	  both	  support	  the	  collaborative	  composition	  of	  learning	  
events	  and	  facilitate	  individual	  and	  group	  reflection.	  To	  compose	  rich	  learning	  experiences,	  
teachers	  and	  students	  simply	  log-­‐on	  to	  the	  MiLK	  program	  and	  follow	  four	  simple	  steps	  to	  ‘build’	  
and	  ‘publish’	  an	  SMS	  game	  event	  for	  any	  given	  context	  set	  by	  the	  teacher.	  
To	  refine	  the	  Milk	  project	  I	  conducted	  a	  number	  of	  project	  trials	  with	  learning	  institutions	  in	  
Australia,	  United	  Kingdom	  and	  America.	  An	  initial	  trial	  was	  conducted	  in	  Adelaide	  in	  collaboration	  
with	  Paul	  Doherty,	  Project	  Officer,	  DECS	  Learning	  Technologies	  and	  Steve	  Meredith,	  Program	  
Officer,	  Science	  and	  Conservation,	  Botanic	  Gardens	  of	  Adelaide.	  	  
	  




All	  collaborators,	  including	  teachers,	  parents,	  and	  students,	  provided	  significant	  feedback.	  Steve	  
Meredith	  was	  particularly	  encouraging,	  stating	  that	  from	  his	  observations	  on	  the	  day,	  	  
The	  students	  were	  highly	  motivated	  and	  engaged	  with	  the	  learning	  tasks	  largely	  
because	  of	  the	  innovative	  use	  of	  the	  preferred	  communication	  tool	  of	  their	  
generation,	  the	  mobile	  phone.	  The	  design	  of	  the	  tasks	  quickly	  increased	  student	  
understanding	  of	  the	  underlying	  interpretive	  themes	  of	  the	  Garden	  landscapes	  while	  
the	  interaction	  between	  students	  themselves	  was	  noticeably	  greater	  than	  on	  more	  
traditional	  teacher	  led	  visits	  (Meredith,	  Letter	  received	  on	  February	  1,	  2008)	  	  
I	  also	  collaborated	  with	  Katie	  Salen	  and	  Alice	  Robinson	  to	  run	  a	  series	  of	  trials	  with	  various	  
student	  groups	  in	  New	  York.	  This	  was	  to	  verify	  the	  MiLK	  project	  in	  multiple	  contexts	  and	  with	  
multiple	  research	  perspectives.	  This	  collaboration	  was	  so	  successful	  that	  Katie	  Salen,	  Executive	  
Director,	  Gamelab	  Institute	  of	  Play,	  New	  York	  reported	  that	  
We’d	  really	  like	  to	  think	  about	  how	  to	  integrate	  MiLK	  at	  an	  infrastructural	  level	  in	  the	  
new	  school	  we	  are	  designing,	  and	  this	  initial	  phase	  of	  research	  will	  help	  us	  better	  
understand	  how	  to	  do	  that.	  So	  I	  am	  excited.(Katie	  Salen,	  personal	  email	  
communication	  16	  August	  2007).	  
Above	  is	  a	  group	  of	  students	  using	  the	  MiLK	  processes	  and	  tools	  at	  the	  Gamelab	  Institute	  of	  Play	  in	  New	  
York.	  
Robinson	  (2007)	  also	  reported	  that	  ‘the	  great	  news	  is	  that	  the	  MiLK	  platform	  and	  process	  are	  
ideal	  for	  these	  best	  practices	  because	  they	  involve	  interactive	  design	  and	  play,	  continual	  
collaboration,	  multiple	  opportunities	  for	  revision	  and	  practice,	  and	  a	  contextualised	  
understanding	  of	  audience,	  purpose,	  and	  motivation’	  	  
Recognition for MiLK 
− Finalist	  (top	  3),	  Handheld	  Learning	  and	  Innovation	  Awards	  2008,	  London.	  Awarded	  for	  
excellence	  in	  the	  use	  of	  emerging	  technologies	  for	  improved	  learning	  and	  teaching.	   
− Finalist	  (top	  10),	  ATOM	  MiLK	  was	  judged	  one	  of	  the	  top	  10	  Best	  Educational	  Multimodal	  
Productions	  at	  the	  2008	  Enhance	  TV	  Australian	  Teachers	  of	  Media	  (ATOM)	  Awards.	  




12 ‘NOW EVERYTHING LOOKS LIKE A GAME’ 
This	  design-­‐based	  practice	  set	  out	  to	  develop,	  test	  and	  refine	  an	  innovative	  solution	  for	  
revitalising	  people’s	  relationship	  to	  place	  through	  playful	  intervention.	  Of	  equal	  importance	  to	  
this	  study	  is	  the	  resolution	  of	  interventional	  design	  artefacts	  along	  with	  the	  articulation	  of	  a	  
definitive	  design	  strategy	  that	  played	  a	  significant	  role	  in	  their	  development,	  implementation	  and	  
adoption.	  
SCOOT	  is	  a	  research	  design	  experiment	  that	  has	  resulted	  in	  a	  repertoire	  of	  interventional	  works	  
presented	  as	  a	  public	  event.	  This	  exegesis	  is	  a	  reflective	  articulation	  of	  the	  design	  processes	  and	  
insights	  discovered	  through	  these	  design	  experiments.	  I	  concur	  with	  Crampton-­‐Smith’s	  (2008)	  
provocation	  that	  ‘research	  isn’t	  research	  until	  it	  makes	  a	  difference.’	  In	  this	  spirit,	  this	  research	  
project	  is	  committed	  to	  going	  beyond	  theoretical	  declarations	  or	  hopeful	  application.	  Instead,	  
this	  research	  project	  is	  a	  series	  of	  iterative	  design	  experiments	  that	  were	  not	  satisfied	  until	  an	  
obvious	  ‘difference’	  was	  observed	  in	  people’s	  interactions	  with	  the	  city.	  	  This	  potential	  
‘difference’	  was	  first	  discovered	  when	  a	  player	  of	  the	  third	  iteration	  of	  SCOOT	  declared	  with	  such	  
enthusiasm	  that	  ‘now	  everything	  looks	  like	  a	  game.’	  	  
In	  conclusion,	  I	  have	  presented,	  through	  both	  the	  written	  and	  digital	  exegesis,	  the	  significant	  
outcomes	  of	  this	  study	  and	  have	  reported	  on	  the	  contribution	  of	  new	  knowledge,	  design	  
strategies	  and	  tools	  for	  the	  emerging	  discipline	  of	  Location-­‐Based	  Game	  Design.	  	  
A	  major	  contribution	  is	  the	  implementation	  of	  a	  complex	  location-­‐based	  game	  (SCOOT)	  that	  was	  
enthusiastically	  supported	  by	  major	  organisations	  and	  passionately	  received	  by	  many	  players.	  
More	  importantly,	  in	  the	  spirit	  of	  Dungeons	  and	  Dragons,	  I	  have	  made	  accessible	  a	  set	  of	  
workable	  LBG	  creation	  templates	  and	  tools	  to	  provide	  agency	  for	  players	  to	  devise,	  develop	  and	  
implement	  their	  own	  games.	  This	  transfers	  the	  experience	  and	  knowledge	  of	  this	  study	  to	  both	  
players	  and	  other	  practitioners	  to	  allow	  them	  to	  act	  as	  Dungeon	  Masters	  in	  the	  everyday	  places	  
in	  which	  they	  reside,	  transforming	  them	  into	  sites	  for	  creative	  participation	  and	  collaborative	  
production.	  	  
This	  study	  was	  made	  possible	  with	  the	  support	  of	  many	  collaborators	  and	  was	  undertaken	  with	  a	  
great	  deal	  of	  affection.	  As	  such,	  the	  experience	  has	  had	  a	  very	  profound	  impact	  on	  both	  my	  
professional	  and	  personal	  life.	  Working	  on	  SCOOT	  Events	  very	  quickly	  became	  an	  excuse	  for	  
making	  new	  friends	  and	  for	  working	  with	  them	  in	  places	  that	  became	  more	  and	  more	  important	  
to	  us	  as	  we	  learnt	  more	  about	  the	  locations	  and	  our	  own	  practices.	  Likewise,	  as	  I	  later	  began	  to	  
engage	  with	  schools	  in	  Australia,	  the	  UK	  and	  America	  due	  to	  their	  interest	  in	  the	  new	  LBG	  tools,	  I	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experienced	  a	  great	  deal	  of	  satisfaction	  in	  knowing	  that	  the	  work	  of	  this	  study	  was	  having	  an	  
impact	  beyond	  the	  boundaries	  of	  the	  initial	  museum	  contexts.	  	  
Now,	  each	  and	  every	  location	  I	  encounter,	  regardless	  of	  its	  designed	  intention,	  is	  saturated	  with	  
creative	  inventory	  and	  brimming	  with	  playful	  potential.	  No	  place	  is	  devoid	  of	  narrative.	  Nor	  is	  it	  
erased	  of	  the	  potential	  for	  the	  fantastic	  to	  occur.	  Likewise,	  now,	  every	  project	  is	  in	  fact	  a	  game	  
with	  a	  group	  of	  characters	  joining	  forces	  in	  various	  places	  to	  solve	  challenges,	  following	  well-­‐
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